Lurelle Guild's historical modernism: Americana and industrial design by Gordon, John Stuart
Boston University
OpenBU http://open.bu.edu
Theses & Dissertations Boston University Theses & Dissertations
2013
Lurelle Guild's historical
modernism: Americana and
industrial design
https://hdl.handle.net/2144/13133
Boston University
BOSTON UNIVERSITY 
GRADUATE SCHOOL OF ARTS AND SCIENCES 
 
 
Dissertation 
 
 
LURELLE GUILD’S HISTORICAL MODERNISM:  
AMERICANA AND INDUSTRIAL DESIGN 
 
by 
 
JOHN STUART GORDON 
B.A., Vassar College, 2000 
M.A., Bard Graduate Center, 2004 
 
 
 
Submitted in partial fulfillment of the 
requirements for the degree of 
Doctor of Philosophy 
2013 
  
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
      © Copyright by 
          JOHN STUART GORDON 
          2013 
 
 
 
  
 
Approved by 
 
 
 
 
 
 
 
 
 
 
First Reader ______________________________________________________ 
  Keith N. Morgan, Ph.D. 
  Professor, History of Art & Architecture 
 
 
 
Second Reader ______________________________________________________ 
  Edward S. Cooke, Jr., Ph.D. 
Charles F. Montgomery Professor of American Decorative Arts 
Yale University 
 
iv 
Acknowledgements 
 
 
During the process of researching and writing this dissertation, I incurred many intellectual 
debts. While the conclusions are my own, numerous scholars, curators, archivists, 
preservationists, collectors, and other individuals offered valuable assistance and insights.  
Staff and colleagues at Boston University, including Keith Morgan, Richard Candee, 
Marilyn Halter, Anita Patterson, Kim Sichel, Benjamin Tocchi, and Samantha Kholsa, 
provided administrative support and intellectual guidance. At Yale University, Edward S. 
Cooke, Jr., helped direct my thinking and Jock Reynolds and Patricia E. Kane at the Yale 
University Art Gallery generously allowed me the time to write while undertaking my job. 
My current and past assistants, Katherine Chabla, Eric Litke, and Nancy Yates provided 
administrative support. Anthony De Camillo and Richard House photographed some of the 
objects and John ffrench gave me access to the Gallery’s photography studio. A portion of 
the research for this dissertation was conducted in conjunction with research for A Modern 
World: American Design from the Yale University Art Gallery, 1920–1950, and benefitted from the 
efforts of former bursary student Kevin Adkisson and former curatorial fellow Emily M. 
Orr. 
I first encountered Lurelle Guild as a student at Vassar College and he played a 
minor role in the senior essay I wrote under the guidance of Karen Lucic, who has 
continued to be an important mentor. A transformative moment occurred when Brian Allen, 
Director of the Addison Gallery of American Art, invited me to curate an exhibition of silver 
from the collection of John P. Axelrod. The experience reacquainted me with Guild’s work 
v 
for International Silver and inspired me to examine his oeuvre more deeply. Eve Kahn 
shares my fascination with Guild and selflessly gave me her research files and helped arrange 
crucial meetings and study days. Her zeal is infectious. In addition to those already 
mentioned, the following individuals have been particularly helpful by sharing information, 
ideas, and enthusiasm: William Bretschger, Graham Boettcher, W. Scott Braznell, Marian 
Castell and John E. Gault Jr. at the Darien Historical Society, Lisa Field, Bethany and Robert 
Flood, Barbara Glauber, Jared Goss, Cynthia Hitchens, Renee Kahn, Patricia Meagher, 
Christopher Monkhouse, Elizabeth Pochoda and Eleanor H. Gustafson at The Magazine 
Antiques, Jewel Stern, John C. Waddell, and the staff of the Special Collections Research 
Center at Syracuse University Library. Above all I am indebted to my family, Elizabeth 
Gordon, Stuart and Florianne Gordon, and Justin Zaremby, who have been remarkably 
tolerant and encouraging during all stages of this process. 
 
 
  
vi 
LURELLE GUILD’S HISTORICAL MODERNISM: AMERICANA AND 
INDUSTRIAL DESIGN 
(Order No.          ) 
JOHN STUART GORDON 
Boston University Graduate School of Arts and Sciences, 2013 
Major Professor: Keith N. Morgan, Professor of History of Art and Architecture 
 
ABSTRACT 
Lurelle Van Arsdale Guild (1898–1985) was an author and illustrator of interior 
decorating literature; a collector of Americana; a pioneering industrial designer; and an 
amateur architect. Both a popular antiquarian and a modernist, his diverse interests often 
intermingled in his industrial designs. This dissertation uses Guild’s multifaceted and at times 
contradictory career, which lasted from the 1920s to the 1960s, to explore how modernism 
drew upon the legacy of colonial American design to create objects that appeared 
contemporary but were grounded in tradition. This study positions Guild as the archetypal 
“historical modernist” while creating a larger framework for exploring the intersection of 
historicism and modernism in American design. 
The dissertation’s introduction and chapter one explore the stylistic plurality that 
existed in the 1920s and 1930s and introduce the term “historical modernism” as a way to 
define the aesthetic and ideological overlaps between the era’s dominant styles: the Colonial 
Revival and modernism. Chapters two and three focus on Guild’s early career as an author 
and illustrator promoting traditional taste. The persona he created of the “Itinerant 
Antiquer” reflected his interest in early American decorative arts and architectural elements, 
vii 
which he and his wife collected and installed at Milestone Village, their property in 
Connecticut. Chapter four looks at how Guild’s personal collection informed his work as an 
industrial designer. In the 1930s, Guild became a leading figure in the nascent field of 
industrial design. He drew upon his knowledge of Americana to create objects that appeared 
modern but were informed by the past and reflected the ambivalence many American 
consumers felt towards modernism. Chapter five explores the postwar years when Guild 
began to retreat from modernism. Instead, he focused on historicist design projects and 
became an amateur architect, building a series of historical fantasy houses. 
Most histories of American modernism have disproportionately focused on forward-
looking designs. This dissertation uses the work and biography of Lurelle Guild to 
reintroduce the idea of aesthetic pluralism into the historiography of modernist design and 
explores the legacy of the Colonial past on modernism in America. 
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Introduction 
1929 and Cultural Pluralism in American Art 
 
 
“Lurelle Guild’s Historical Modernism: Americana and Industrial Design” explores some of 
the varied references that influenced the conception, production, and reception of modern 
design during the first half of the twentieth century in America. This study uses the work of 
Lurelle Van Arsdale Guild as a lens through which to view a category of designs that are 
visually modernist but intellectually informed by historical prototypes. Writing 
retrospectively about the interwar period, many scholars have fabricated clear divisions 
between historicism and modernism and have privileged objects that best represent the 
extremes of the ideological spectrum. These divisions were not strictly observed at the time, 
however, and such categorizations overlook the numerous designs that inhabited the wide 
middle ground and were part of the growing discourse on the separation between popular 
and high culture.1 Guild was one of many industrial designers and decorators who worked 
within this liminal space, but what sets him apart from his peers was the extent to which he 
engaged with the ideological dualities on a personal and professional level: he was 
simultaneously a collector and proponent of American antiques and a pioneering member of 
the modern field of industrial design.  “Lurelle Guild’s Historical Modernism” investigates 
how he was able to synthesize these two seemingly-divergent viewpoints into pluralistic 
designs that embodied the complicated and evolving attitude towards modernism and the 
                                                 
1 Lawrence W. Levine, Highbrow/Lowbrow: The Emergence of Cultural Hierarchy in America (Cambridge, MA: 
Harvard University Press, 1988), 234. 
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myriad styles in circulation during the middle quarters of the twentieth century. This 
pluralism can be termed “historical modernism.” 
The concept of “pluralism” is a particularly apt framework for a reevaluation of 
modernist design. Pluralism was a central idea of Pragmatism, a philosophical approach that 
coalesced in the last years of the nineteenth century and flourished during the first quarter of 
the twentieth century, the same period when Americans began to negotiate between 
historicism and modernism.2 John Dewey, William James, and other Pragmatists refuted the 
Hegelian notion of epochs and believed “there is no possible point of view from which the 
world can appear an absolutely single fact.”3 “The very point of experience, so to say, is that 
it doesn’t occur in a vacuum,” Dewey observed, “its agent-patient instead of being insulated 
and disconnected is bound up with the movement of things by most intimate and pervasive 
bonds.”4 As a result, pluralism—which “emphasizes diversity rather than homogeneity, 
multiplicity rather than unity, difference rather than sameness”—became the empirical fact 
that helped define one’s relationship with the external world.5 While there is no established 
body of literature dedicated to Pragmatic art criticism, they saw art as particularly emblematic 
of their views. As Horace M. Kallen noted, “art reconstructs correlative portions of the 
environment for the eye, the ear, the hopes and fears of the daily life.”6 Thus, exploring the 
                                                 
2 For an overview of the origins and tenets of Pragmatism see H.S. Thayer, introduction to Pragmatism, by 
William James (Cambridge, Massachusetts: Harvard University Press, 1975), xi-xxxviii. 
3 William James, The Will to Believe (1897), quoted in Owen Flanagan, “Consciousness as a pragmatist views it,” 
in The Cambridge Companion to William James, ed. Ruth Anna Putnam (Cambridge: Cambridge University Press, 
1997), 26. 
4 John Dewey, “A Recovery of Philosophy,” in Creative Intelligence: Essays in the Pragmatic Attitude (New York: 
Henry Holt and Company, 1917), 14-15. 
5 Robert Audi, ed., The Cambridge Dictionary of Philosophy (Cambridge: Cambridge University Press, 1999), 714. 
6 Horace M. Kallen, “Value and Existence in Philosophy, Art, and Religion,” in Creative Intelligence, 463. 
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pluralism encoded in art and culture one can understand the pluralism of the society that 
created it. 
 A series of three cultural events that took place in New York in quick succession in 
1929 define the heterogeneous interests of the era in which Lurelle Guild began his career: 
the exhibition The Architect and the Industrial Arts at the Metropolitan Museum of Art, the Girl 
Scouts Loan Exhibition at the American Art Association, and the opening of the Museum of 
Modern Art.7 Guild was not involved personally with these events, but they circumscribe the 
cultural discourse that took place in the city where he worked in the years when he 
transitioned from being an illustrator to becoming an industrial designer, and when he 
broadened his aesthetic interests to incorporate modernism as well as Americana. Although 
in retrospect these three events have become emblematic of different aspects of the art 
world, they were in fact closely interconnected. They catered to similar audiences, shared 
patrons, and hoped to convey a particularly American sentiment. 
 The eleventh annual industrial art exhibition, The Architect and the Industrial Arts, 
opened at the Metropolitan Museum of Art on February 11, 1929. Even before its opening, 
it attracted attention for its novelty. Previous industrial art exhibitions at the Met included 
works in a range of styles inspired by objects in the museum’s collection; this was the first to 
include only modern designs by American purveyors.8 Richard F. Bach, the event’s 
organizer, hoped the exhibition would address “what is the tempo of our day? What are the 
                                                 
7 The idea of exploring these three events in relation to each other originated from suggestions made by 
Edward S. Cooke, Jr., and Marvin Arons. 
8 For a full discussion of the evolution of the industrial arts exhibitions see Christine Wallace Laidlaw, “The 
Metropolitan Museum of Art and Modern Design, 1917–1929,” Journal of Decorative and Propaganda Arts 8 
(Spring 1988): 88-103. See also Kristina Wilson, The Modern Eye: Stieglitz, MoMA, and the Art of the Exhibition, 
1925-1934 (New Haven, CT: Yale University Press, 2006), 55-95. 
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dominant elements of our culture, our activities, our thinking?”9 To achieve this, Bach 
assembled a committee of architects to organize the installation, which took the form of a 
suite of room settings, each designed by a single architect in collaboration with American 
manufacturers. While Bach presented the project in terms of contemporary life, reviewers 
placed it within a broader historical continuum. Holger Cahill, assistant to John Cotton 
Dana, Director of the Newark Museum, observed that the exhibition did little to identify an 
American style distinct from European precedents but admired how it showed the positive 
potential of industrial production.10 Others, like Jerome Klein of the Baltimore Sun, saw the 
exhibition’s focus on industry as part of the embrace of America’s manufacturing legacy: “It 
is encouraging that those men who are most anxiously seeking a new style are aware of the 
value of tradition, of the need to cling to its essence rather than letter.”11 Writing for the New 
York Times, Walter Rendell Storey praised how participating architect John Wellborn Root, 
Jr., “does not distain the past” in his bedroom design that included an Empire-style chaise 
lounge executed in blue lacquer with multi-colored taffeta upholstery.12  Critic Edward Alden 
Jewell saw the restrained, unified interior schemes as extensions of an early American 
mindset: “For a long time there has existed a more or less acute hiatus between exterior and 
interior. This did not apply in Colonial days and…it is ceasing once more to apply…. The 
sort of Americans one likes to think of as occupying these modern rooms are Americans 
                                                 
9 Richard F. Bach, “American Industrial Art: An Exhibition of Contemporary Design,” Metropolitan Museum of 
Art Bulletin 24, no. 2 (February 1929): 40. Bach had been an editor of Good Furniture magazine and the curator 
of Columbia University’s School of Architecture. He was hired by the Education Department of the 
Metropolitan Museum in 1918 as Associate in Industrial Relations, whereby he established links between the 
museum and manufacturers. Although he did not have a formal curatorial position, he organized the museum’s 
annual industrial design exhibitions. For more on Bach, see Laidlaw, “The Metropolitan Museum of Art and 
Modern Design,” 92-93. 
10 Holger Cahill, “American Industry Making Real Progress in Art,” Forbes, 1 April 1929, 21-22. 
11 Jerome Klein, “Industrial Art and the Architect,” Sun (Baltimore), February 17, 1929. 
12 Walter Rendell Storey, “Novel Phases of the Decorator’s Art,” New York Times, February 24, 1929. 
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whose ancestors earned the right to call the country theirs and did not, such right earned, 
mistake privilege for obligation.”13 The Los Angeles Times conceded that the architects “have 
wrought nothing, perhaps, so beautiful as a Salem mantelpiece and a Rhode Island block 
front bureau desk” but that the exhibition made great strides in correcting the “breakdown 
of taste” that occurred in the Victorian period.14 Such opinions were already in circulation 
before the exhibition gave critics the opportunity to repeat them; in Sticks and Stones, 
published in 1924, Lewis Mumford linked the “inner harmony of form and function” of the 
modern factory with the New England mill and the grain elevator with the Pennsylvania 
barn.15 
 It is striking that so many reviews of The Architect and the Industrial Arts did not 
compare the designs to their contemporaneous European counterparts but instead 
compared them to American objects from previous centuries. Writing in the museum’s 
Bulletin, William H. Baldwin suggested this was a result of the exhibition’s location. After 
viewing the modern room settings, Baldwin toured the period rooms of the American Wing 
and was struck by the unique opportunity to see reconstructed domestic spaces of 
Americans past and present almost side-by-side. Baldwin looked beyond surface style and 
noticed similar preoccupations shared across the centuries, including concerns over storage 
and the adventurous use of materials, be they imported hardwoods or synthetic polymers. 
The intellectual corollaries were accentuated by corollaries in how the material was 
presented. In both the American Wing and the exhibition, the rooms depicted traditional 
                                                 
13 Edward Alden Jewell, “Industrial Art Show at the Metropolitan,” New York Times, February 17, 1929. 
14 “The New Decoration,” Los Angeles Times, May 21, 1929. 
15 Lewis Mumford, Sticks and Stones: A Study of American Architecture and Civilization (New York: Boni and 
Liveright, 1924), 179. 
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spaces—dining rooms, bedrooms, parlors—populated by familiar forms—upholstered 
chairs, tables, beds, etc.—that were placed in groups following Victorian ideals for how to 
arrange domestic spaces. “Whether the rooms designed by the nine American architects will 
survive this exhibition, is a matter for conjecture,” Baldwin concluded, “but it is already 
certain that the present struggle to make life livable will produce material for a future 
American Wing, which will be just as significant as the Museum’s selections of the best 
survivals from the Colonial struggle to make life livable.”16 (One notable exception to this 
viewpoint was a commentary by Helen Appleton Read that expounded the ideas of Le 
Corbusier and observed that American designs still lagged behind those of Europe, but then, 
somewhat inexplicably, commended the exhibition for its sense of luxury and for offering 
“practical” solutions for “the house or apartment of the average American.”17) 
 Originally scheduled to close on March 24, The Architect and the Industrial Arts was so 
popular that the museum extended it until September 2. Mere weeks after the exhibition 
closed at the Metropolitan, an event celebrating a different aspect of American prowess 
opened at the American Art Association, a prominent auction house that occasionally rented 
out its galleries in midtown Manhattan for special presentations.18 The event would come to 
be called The Girl Scouts Loan Exhibition. The idea for a major loan exhibition of American 
decorative arts and paintings occurred to Louis Guerineau Myers in the spring of 1929. 
Myers’s wife served on the National Board of the Girl Scouts of America and she presented 
                                                 
16 William H. Baldwin, “American Industrial Art: 1929,” Metropolitan Museum of Art Bulletin, 24: no. 4 (April 
1929): 99. 
17 Helen Appleton Read, “The Architect and the Industrial Arts,” Metropolitan Museum of Art Bulletin 24, no. 5 
(May 1929): 146-47. 
18 Founded in 1883, the American Art Association was one of the oldest auction houses in the United States 
dedicated to selling works of art. In the mid-1920s, the company ran a short-lived commercial gallery devoted 
to American art. Thus, it was the ideal venue for a loan exhibition promoting American culture. 
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the idea to the board, which enthusiastically supported it and drew upon its considerable 
network to gain access to the nation’s premier collections.19 “The homes of many of New 
York’s foremost collectors of Americana will yield up cherished treasures,” promised the 
New York Times in the days before the exhibition opened on September 25.20 Mr. and Mrs. 
Andrew Varick Stout, Mrs. George P. Bissell, Mr. and Mrs. John Hill Morgan, Mr. and Mrs. 
Francis P. Garvan, Henry Frances DuPont, and Luke Vincent Lockwood—collectors whose 
holdings later transformed American museums—were among the lenders, as were Mr. and 
Mrs. John D. Rockefeller, Jr., who contributed a side chair by Benjamin Randolph, a tall-case 
clock, and two seventeenth century armchairs.21   
Reviews of the exhibition lauded the rarity and quality of the furniture and paintings, 
but also emphasized its didactic potential. Walter Rendell Storey noted that the catalogue 
essay and installation of early glass dispelled a number of common misconceptions. He also 
noted how the quality and breadth of the material would educate viewers, particularly those 
who wanted to acquire antiques for themselves.22 Storey was not alone in observing that the 
exhibition may have had greater influence on the marketplace than on taste. Manufacturers 
used the exhibition to promote their revival designs, overtly aligning the exhibition’s rare 
furniture—and the high society names that lent it—with their more affordable products.23 
The reception of the exhibition as somehow commercial may have resulted from its 
installation. The galleries were arranged chronologically and by style. Unlike a museum, the 
objects were not lined up against the walls and there were no platforms or barriers, although 
                                                 
19 For a full discussion of the genesis of the exhibition see Wendy A. Cooper, “A Historic Event: The 1929 
‘Girl Scouts Loan Exhibition,’” American Art Journal 12, no. 1 (Winter 1980): 28-40. 
20 “Rare Americana Exhibition is to Aid the Girl Scouts,” New York Times, September 15, 1929. 
21 “Rare Phyfe Desk Lent for Exhibition,” New York Times, September 22, 1929. 
22 Walter Rendell Storey, “Colonial Handicraft Gains New Luster,” New York Times, October 13, 1929. 
23 Edith Weigle, “Early American Furniture Always Appeals,” Chicago Daily Tribune, October 13, 1929. 
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ropes were draped across chairs to discourage people from sitting on them. Henry Francis 
du Pont accompanied his loans to the American Art Association and took it upon himself to 
help hang pictures and arrange the furniture.24 Du Pont was an acolyte of Henry Sleeper, the 
gentleman architect and taste-maker who created theatrical interior spaces for his clients and 
at his Gloucester, Massachusetts, home Beauport. 25As Wendy Cooper has recounted, du 
Pont’s (and by extension, Sleeper’s) aesthetic sensibility was evident in the placement of 
furniture that favored artistic impact over historical veracity. The seemingly informal settings 
were akin to a furniture showroom, where visitors could wander among the objects and see 
them from all angles. Despite the rarity of the loans, the familiarity of the installation 
contributed to the idea that the objects on view—and the way of life they embodied—could 
still be acquired.  
The Magazine Antiques saw the exhibition as providing insight into contemporary 
collecting trends.26 Antiques was founded in 1922 and, alongside Old Furniture and The 
Antiquarian, was the leading periodical serving the growing readership interested in studying 
and acquiring European and American decorative arts. Antiques particularly noted the 
exhibition’s emphasis on late Federal design and the work of Duncan Phyfe, who received 
his own section. The robust forms of Newport furniture and the exuberance of Philadelphia 
carving received proper obeisance, but Empire furniture garnered the most notice, largely 
because the sculptural silhouettes and flat, veneered surfaces corresponded well with 
modernist aesthetics. Walter Rendell Storey picked up on the similarity earlier in 1929, 
                                                 
24 Cooper, “A Historic Event,” 31. 
25 Nancy Curtis and Richard C. Nylander, Beauport: The Sleeper-McCann House (Boston: David R. Godine, 1990), 
10. 
26 Homer Eaton Keyes, “Long Text and Brief Sermon,” Magazine Antiques, November 1929, 366. 
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observing “that the suggestion of the modern mode with its right angles, cubes and 
rectangular forms is striking. So suggestive of the modernistic furniture is it that decorators 
have taken fine Biedermeier couches and chairs and, by reupholstering with a gay modern 
fabric, made them appropriate companions for furniture in today’s modern mode.”27  
Most other commentators, however, focused on the furniture as emblems of 
national pride. In the exhibition catalogue, Louis Guerineau Myers described the exceptional 
qualities of colonial American furniture, yet acknowledged the number of foreign influences, 
including English, French, Chinese, and Dutch.28 Reviews, however, emphasized the 
“Americanness” of the objects, blithely overlooking the fact that many colonists were in fact 
British subjects and that most of the craft traditions had been imported from Europe.29 
Malcolm Vaughan, writing in the New York Herald Tribune, opined that “the majority of our 
collectors want to surround themselves—especially in their country houses, where they have 
the most leisure—with the furniture of our forebears, the portraits of our early Americans 
and the china, glass and precious bric-a-brac of those who gave our nation to us.”30 Thus the 
exhibition fed into the broad patriotism that accompanied the United States’ postwar 
isolationism and even stirred local pride, as was the case in Baltimore where the Sun 
published an article on the furniture from Maryland in the exhibition.31  
While the Magazine Antiques demurred from speculating how the Girl Scouts 
benefitted from the exhibition, they benefitted through positive publicity. First Lady and 
                                                 
27 Walter Rendell Storey, “An Empire Note in Today’s Decoration,” New York Times, June 2, 1929. 
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29 Storey, “Colonial Handicraft Gains New Luster.” 
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31 Elizabeth T. Halsey, “The Old Cabinetmakers of Baltimore,” Sun (Baltimore), September 29, 1929. 
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former scout Lou Henry Hoover opened the exhibition and used the event as an 
opportunity to announce a $3,000,000 fundraising effort. “It is so appropriate to have this 
exhibition of old furniture in connection with the Girl Scouts,” she remarked at the preview, 
later clarifying that “the builders of old furniture took such great care in selecting seasoned 
material to build pieces that are really worth while, just as the Girl Scouts are founded on the 
worth elements of a happy life.”32 The First Lady’s imprecise analogy notwithstanding, the 
exhibition’s patriotic subject matter was overtly in keeping with the Girl Scout promise to do 
duty to God and Country.33 
The Girl Scouts Loan Exhibition and The Architect and the Industrial Arts explored 
different subject matter, but were otherwise remarkably similar. Both focused on objects 
designed, made, or used in America with the goal of celebrating American craftsmanship as 
something distinct from European traditions (although both colonial and modernist 
furniture were heavily influenced by European prototypes). They were ostensibly didactic 
with the secondary aim of inspiring consumer desire for the type of objects shown; in the 
case of the former, to bolster appreciation for antiques, and in case of the latter, to generate 
enough interest to put some of the designs into production. Even the presentation was 
similar, relying upon the vogue for period rooms that was inspired by the opening of the 
Metropolitan’s American Wing in 1924 and spread to museums across the country during 
the late 1920s, including the Museum of Fine Arts, Boston, and the St. Louis Art Museum.34 
Although the Met showed spaces with specific functions created by a single designer and the 
                                                 
32 “Mrs. Hoover Here for Girl Scout Show,” New York Times, September 26, 1929. 
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Girl Scouts exhibit had more fanciful arrangements that blended region and time period, 
both emulated recognizable living spaces that allowed viewers to admire the objects and 
imagine themselves inhabiting the fictive worlds. The aims and execution of these two 
exhibitions show the similarity in mindset of proponents of antiques and modernism in the 
late 1920s and support Walter Rendell Storey’s observation that the two seemingly disparate 
periods may, in fact, do well together.  
 The third major cultural event of the season—the opening of the Museum of 
Modern Art—took place almost a month after the Girl Scouts Loan Exhibition closed on 
October 9. The idea for a museum dedicated to modern art in New York had been bandied 
about for years, but in 1929 it became a reality when a group of collectors, philanthropists, 
and scholars came together to form a governing body and hire a staff. They modeled the 
new venture on the Luxembourg Museum in Paris and from the outset placed it in 
opposition to New York’s established art institutions, in particular the Metropolitan 
Museum, which followed a policy of not collecting contemporary art until a suitable amount 
of time had passed.35 The founders of the Museum of Modern Art hoped to build “a very 
fine collection of the immediate ancestors, American and European, of the modern 
movement—artists whose paintings are still too controversial for universal acceptance.” 
They felt this approach “would in no way conflict with the Metropolitan,” although it was a 
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tacit rebuff of the more conservative institution as “the public interested in modern art does 
not wish to wait.”36 
 The Museum of Modern Art opened to the general public on November 8 in rented 
rooms on the twelfth floor of the Heckscher Building on Fifth Avenue. The inaugural loan 
exhibition showed “paintings by four pioneers of modern art:” Paul Cézanne, Paul Gauguin, 
Georges Seurat, and Vincent Van Gogh.37 New York Times art critic Edward Alden Jewell 
praised the venture but lamented that the first exhibition was French, not American or 
international in scope.38 With the second exhibition, a survey of contemporary American 
painters, Jewell saw MoMA’s Eurocentric outlook emerging. Prominently featured were 
Lyonel Feininger, who was born in America but lived in Berlin and was associated with Die 
Brücke, Blaue Reiter, and the Bauhaus; Jules Pascin, the Bulgarian-born Parisian painter who 
spent only six years in America during World War I; and Yasuo Kuniyoshi, who immigrated 
to the United States at the age of thirteen, but whose inherited Japanese traditions still gave 
Jewell pause. He conceded that “it would be absurd, of course, to limit representation to 
those who are descendents of the Mayflower pioneers…[but] our feeling is that, especially 
since it treads so closely upon the heels of the French group inaugurating the museum, the 
American performance would have made a better all-around impression had it reflected a bit 
less saliently the atmosphere of older civilizations across the seas.”39  
 MoMA’s Eurocentrism would come to define its identity as the institution matured. 
It undoubtedly originated from the outlook of its first director Alfred H. Barr, Jr., who 
                                                 
36 “Modern Art Museum to Open Here Nov. 1,” New York Times, September 6, 1929. 
37 “Shows Modern Art Here Tomorrow,” New York Times, November 7, 1929. 
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39 Edward Alden Jewell, “Contemporary American,” New York Times, December 22, 1929. 
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studied at Harvard with Paul J. Sachs and then visited Germany where he became enthralled 
by the ideology of the Dessau Bauhaus.40 Barr’s interest in formalism and functionalism 
molded the museum’s exhibition program as it expanded to include Native American art, 
folk art, and industrial design. There were a few revealing, ideological fissures, however. In 
1944, curator Elizabeth Mock organized Built in U.S.A., 1932–1944, which responded to the 
criticism “that the Museum is trying to impose a foreign style on the United States.”41 
Mock’s exhibition explored the influence of Hopi villages, Pennsylvania barns, New England 
clapboard walls, and other regional construction techniques on modern architecture, but 
more importantly, challenged the authority of the International Style. Notably, this 
exhibition and Mock’s legacy have largely been erased from accounts of the museum’s 
formative years.42  
MoMA’s exhibition strategy mirrored the institution’s ideological rigidity. It was 
about as far from the period room paradigm as possible, with artifacts presented without 
context in stark gallery spaces. Yet the museum’s outlook did not necessarily represent the 
personal viewpoints of those involved; after all, the household most publically associated 
with the museum, that of Mr. and Mrs. John D. Rockefeller, Jr., also supported the Girl 
Scouts Loan Exhibition.43 
 These three cultural events took place within a three-month span in the same city 
and provide a vivid case study for the interconnected aesthetic interests that coexisted during 
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this period. Each event had a distinct point of view—to advance American manufacturing, 
to celebrate America’s past, to promote international, modern art—that catered to different 
audiences and have subsequently become important markers in the divergent narratives of 
twentieth century design, early American decorative arts, and modern art. The 
historiographies of these disparate fields tend to treat these events in a vacuum, yet when 
considered together, overlaps emerge in the methodologies of the installations, in the 
patrons involved, and how the public reacted. These commonalities bespeak the broad and 
often conflicting interests of the time, when modernism confronted the dominance of the 
Colonial Revival and progressive aesthetics were being weighed against conservative tastes.  
The content and layout of period art reviews in the New York Times affirm the era’s 
bifurcated stylistic interests. Walter Rendell Storey’s comments on the Girl Scout Loan 
Exhibition appeared in the same article as a discussion of a modern office interior by Joseph 
Sinel. Photographs of the dramatic office, a seventeenth century court cupboard, and a 
William and Mary high chest shared page space, and Storey even transitioned between the 
two subjects by mulling over the implied meaning of decorating in a colonial versus modern 
style. Five years later, Storey reviewed the Museum of Modern Art’s Machine Art exhibition 
in the same article as an appraisal of colonial silver and porcelain. Images of a propeller, 
ladles, and a self-aligning ball bearing were placed above a view of one of the period rooms 
in the Philadelphia Museum of Art. The ubiquity of these visual juxtapositions suggests they 
were not intended to be controversial but more probably reflected a readership that was 
aesthetically bilingual.  
This duality permeated the discourse on contemporary design. In 1929, Architecture 
Magazine asked prominent architects to define “modern architecture,” and the replies were 
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unsurprisingly broad.44 James Monroe Hewlett, Vice-President of the American Institute of 
Architects, claimed “the new architectural detail is characterized by vigor, angularity, a 
tendency to use curves, diagonals, and geometrical forms in such a way to modify the vertical 
and horizontal lines of the structure.” Walter T. Karcher of Philadelphia called modernism a 
“cold shower” that would induce “our clear thinking and our proper open-mindedness.”  “I 
have no patience with deliberate and conscious efforts to invent something novel,” offered 
William Mitchell Kendall of the New York firm McKim, Mead & White, “I think the whole 
agitation will cure itself, and gradually we shall drift back to tradition.” Boston architect 
Walter H. Kilman appreciated the emergent style but warned that “if American Modernism 
means keeping four years behind Paris all the time, I’m for going back to the Periods again.” 
This range of opinions underscored the tug many Americans felt between the progressive 
and the traditional.  
For critic Lewis Mumford, the tension was less between modern versus old 
fashioned than it was between good versus bad. American Taste, published in 1929, was his 
impassioned call to embrace an aesthetic that honored machine production. He admitted 
Europe was more cultivated than America in this respect, but that American taste itself was 
not to blame. In fact, he claimed “the modern American house can be tritely described as a 
house that is neither modern nor American,” lambasting the popularity of reproduction 
furniture in a range of imported, revival styles.45 Mumford praised the earnest and forthright 
qualities of colonial architecture and design, locating the degradation of taste in the late-
eighteenth and nineteenth centuries, when “all that remained was a common respect for the 
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past, and a desire to pick and choose among its rubbish heaps.”46 The appropriateness of 
colonial design had given way to pastiches and inauthentic uses of technology. For 
Mumford, modernism offered a corrective. 
 Not all discussions of taste were as polemical as Mumford’s, and as authors 
continued to analyze and define modernism into the 1930s, the range of viewpoints 
expanded. In What’s New in Home Decorating from 1936, Winnifred Fales found a more benign 
way to interweave the modern and the colonial. She asserted that “the designers of our 
homes and their furnishings are interpreting the Spirit of our Times rather than invoking 
ghosts of a dead past.  Gothic—Italian Renaissance—Tudor—Jacobean—Louis Quinze—
each of those great furnishing styles express the Spirit of its own Times, but they will not do 
for us today.”47  In addition to illustrations of modern furniture and textiles, Fales 
interspersed her text with examples evocative of the colonial past, including a rug by the Jas. 
M. Shoemaker Company titled Cape Cod Sampler, the design of which was “a composite of 
motifs taken from prize samplers of the period when it was incumbent upon every little girl 
to become skilled with the needle.”48  Fales justified such seemingly aberrant inclusions by 
admitting that “styles may come, and styles may go, but the Colonial, seemingly, flows on 
forever.  For despite the keen interest in Contemporary decoration, the demand for the 
sturdy, livable furnishings of our forefathers is in no wise [sic] abated, but rather is on the 
increase.”49 
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While Lewis Mumford wrote theoretically about the implications of modern 
architecture and design, Fales wrote as an interior decorator, and the majority of books that 
promoted modernism in the late 1920s and early 1930s were primarily concerned with how 
to integrate it into the home. This body of domestic advice literature included Fales’s What’s 
New in Home Decorating, Edwin Avery Park’s New Backgrounds for a New Age (1927), Dorothy 
Todd and Raymond Mortimer’s The New Interior Decoration (1929), and Marta K. Sironen, A 
History of American Furniture (1936); even Paul T. Frankl’s ostensibly theoretical treatises New 
Dimensions (1928) and Form and Re-Form (1930) emphasized how to integrate modernist 
elements into the home and where to purchase them.50  
In the late 1930s, professionally-trained art historians began to write histories of 
contemporary architecture and design that supplanted the authority of domestic advice 
manuals and became the defining texts for future generations. Most of these scholars were 
educated in Germany and relocated to America to escape political and social persecution. 
Their narratives tended to excise the aesthetic plurality of the 1920s and 1930s in favor of a 
tauter account where European-derived modernism fully supplanted historicism. The author 
of one of the first influential reassessments was Sigfried Giedion, who trained as an art 
historian in Munich, Germany, and taught in Zurich, Switzerland, before taking a position at 
Harvard University in 1938. His magisterial Space, Time and Architecture resulted from the 
Charles Eliot Norton Lectures he delivered at Harvard in 1938–39. Giedion followed up this 
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study in 1948 with Mechanization Takes Command, which investigated the growth of industrial 
production from the middle ages to the present. Both these narratives were Hegelian in their 
concept of the epoch and treated history as a single arc leading towards modernism, with 
each generation improving upon the faults of the previous until humanity reached the 
present day.51 Within this trajectory, Giedion privileged European innovations over 
American. For example, in Mechanization Takes Command, his discussion of domestic labor 
touched upon Catharine Beecher’s The American Woman’s Home from 1869 and Christine 
Frederick’s scientific management studies from the 1910s, but merely as background for 
J.J.P. Oud’s 1927 kitchen designs in Germany (which clearly showed the influence of 
Frederick’s ideas).52 Giedion acknowledged America’s contributions to the infrastructure of 
mechanization but credited Europe with making its products modern in appearance. 
The German-born, British architectural historian Nikolaus Pevsner published Pioneers 
of the Modern Movement in 1936 (later reissued as Pioneers of Modern Design), which positioned 
the German architect Walter Gropius as the emblematic modernist. Pevsner created an 
intellectual lineage for Gropius that originated with John Ruskin’s call for honest 
craftsmanship and continued through subsequent generations of figures who turned away 
from tradition in the quest for a modern idiom, including William Morris, Louis Sullivan, 
Louis Comfort Tiffany, and Paul Cézanne. Pevsner synthesized a broad array of disparate 
and international references into a compelling narrative that, like Giedion’s, identified 
Western Europe as the intellectual home of modernism despite the contributions of 
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Americans like Sullivan and Tiffany.53 Pevsner’s influence steadily grew during the twentieth 
century as his rendition of history was taken up by younger generations of scholars and 
curators. The Museum of Modern Art, for example, championed Pevsner as his writing 
mirrored the institution’s Eurocentric outlook that appeared in exhibitions like The 
International Style: Architecture Since 1922.  In a telling detail, the personalities behind the 1932 
International Style exhibition, Henry-Russell Hitchcock, Philip Johnson, and Alfred H. Barr, 
Jr., were instrumental advisors for the revised second edition of Pioneers that was released in 
1948.54   
A generation later, Pevsner’s student Reyner Banham pointedly avoided references to 
America in his 1960 history Theory and Design in the First Machine Age. Recasting Pevsner’s 
work, the English-born and -educated Banham charted the emergence of modernism from 
within the art movements that formed in Europe during the first decades of the twentieth 
century, including Futurism and De Stijl. In the formation of modernism and its sub-genre 
of functionalism, he gave credit only to those European designers and architects who 
codified the ideas, but not to any precursors or later acolytes: “Sigfried Giedion, Swiss, 
caught only the tail end of the process in 1923; Sartorius, Italian, missed it almost 
completely; Lewis Mumford, American, in spite of his sociological perceptiveness, was too 
remotely placed to have any real sense of the aesthetic issues involved.”55 Thus, Banham’s 
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influential but narrow stance dismissed any alternative narratives that did not support his 
thesis.  
Banham’s Eurocentric and linear view of modernism had become the dominant 
narrative by midcentury. As Kenneth Frampton has recounted, in 1954 architect Hamilton 
Harwell Harris addressed the Northwest Chapter of the American Institute of Architects and 
observed that modernism flourished in California because it met “a still-developing” 
architectural tradition. “In New England, on the other hand, European Modernism met a 
rigid and restrictive regionalism that at first resisted and then surrendered. New England 
accepted European Modernism whole because its own regionalism had been reduced to a 
collection of restrictions.”56 Harris’s account, which later scholars like Frampton continued 
to endorse, favored the epochal succession of style and left no room for pluralism. He cast 
aside California’s rich architectural heritage and saw New England traditions as hurdles to be 
overcome, thus negating any discussion of the multiple ways in which local architects 
adapted regional construction techniques and living patterns for their interpretations of 
modernism.57 
 Scholars like Giedion, Pevsner, and Banham provided a version of history that elided 
the ambivalent views that were in circulation during the 1920s and 1930s, views that are 
revealed by the critical responses to the cultural events of 1929. Their studies established a 
framework that still dominates surveys of American modern design which tend to be 
thematic and emphasize the incorporation of modernist aesthetics into American 
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manufacture.  Three such studies—The Machine Age in America (1986) by Richard Guy 
Wilson, Dianne H. Pilgrim, and Dickran Tashjian, American Design Ethic: A History of Industrial 
Design (1983) by Arthur J. Pulos, and American Streamlined Design (2005) by David A. Hanks 
and Anne Hoy—exemplify the tightly-focused narratives which do not engage the various 
hybrid forms of modernism.58 Broad surveys, such as American Art Deco (1986) by Alastair 
Duncan, and exhibition catalogues like American Modern, 1925–1940: Design for a New Age 
(2000) by J. Stewart Johnson and Art Deco: 1910–1939 (2003) edited by Charlotte Benton, 
Tim Benton, and Ghislaine Wood, include examples of historical modernism but refer to 
them mostly as extensions of the French taste for neoclassicism.59   
In the past few decades, scholars have begun to navigate the overlooked intellectual 
tributaries and eddies of modernism. Studies like Ann Douglas’s Terrible Honesty: Mongrel 
Manhattan in the 1920s and George Chauncey’s Gay New York: Gender, Urban Culture, and the 
Making of the Gay Male World, 1890–1940 have expanded the discussion of those who helped 
formulate the modernist worldview beyond (mostly) European males to include blacks, 
homosexuals, women, and those on the fringes of society.60 Christina Cogdell’s Eugenic 
Design: Streamlining America in the 1930s upended Giedion and Pevsner’s perspective to 
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explore the nefarious undertones of modernist ideology.61 Within art historical discourse, the 
exhibition Women Designers in the U.S.A., 1900-2000: Diversity and Difference explored the roles 
black, white, and Native women played in creating modernist objects while Jennifer 
McLerran’s A New Deal for Native Art: Indian Arts and Federal Policy, 1933–1943, investigated 
the politics of modernism’s appropriation of Native craft traditions.62  
Just as scholars have broadened the cast of characters responsible for creating and 
disseminating modernism, so too have they reexamined the social and aesthetic influences 
on modern objects, thereby reinstating the polyglotism evident in period texts.  The chapter 
“Using the Past” in Karen Davies’s exhibition catalogue At Home in Manhattan acknowledged 
the array of sources explored by designers, although it focused mostly on French 
neoclassicism and archeological prototypes.63  In her subsequent study of Charles Sheeler, 
Karen (Davies) Lucic noted how “American critics warned artists in this country against 
slavish emulation of the European avant-garde” despite the fact that “European modernism 
possessed enormous authority and served as a profoundly stimulating (and simultaneously 
intimidating) model.”64 In Making the Modern: Industry, Art, and Design in America, a sprawling 
account of modernist painting, photography, architecture, and commerce, Terry Smith 
situated the tensions between historicism and modernism in Albert Kahn’s building program 
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for the Ford Motor Company and the Ford family.65 Kristina Wilson employed the term 
“livable modernism” for her 2005 study of depression-era design, which addressed “the 
belief that a simplified aesthetic could facilitate an enlightened lifestyle…[a] respect for the 
physical and psychological comfort of the user…[and a] willingness to make use of the 
language of the marketplace to reach potential users.”66 Although the rubric of livable 
modernism encompassed numerous aesthetic sensibilities, it provides a useful framework to 
consider how companies marketed their products and how Americans mediated between 
modern and traditional designs. Lucic, Smith, and Wilson explored the contradictory and 
multivalent ways American modernism both embraced and refuted the past.  
Studies of the Colonial Revival have more readily engaged with modernist design, 
even if only as a counterpoint.  David Gebhard revealed the continued popularity of 
Colonial Revival architecture into the 1930s despite the critical attention modernism 
received.67  Bridget May, in her discussion of the Modern Colonial house, explored how this 
conservative architectural typology became associated with progressive interior decoration 
and social ideals.68 William B. Rhoads discussed how proponents of the Colonial Revival in 
the 1920s and 1930s were more interested in suppressing multiculturalism than modernism.69 
Thomas Andrew Denenberg investigated Wallace Nutting’s subtle use of modern technology 
and marketing tactics to promote pre-modern visions of America. The recent exhibition at 
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the Museum of the City of New York, The American Style: Colonial Revival and the Modern 
Metropolis, included work by Warren McArthur, Russel Wright, and other modernists who 
invoked the past through their designs.70 These studies provide models that situate 
discussions of historical modernism in American design within a larger art historical context. 
“Historical modernism” refers to objects that self-consciously apply elements of 
older styles to otherwise modern forms. Although the term is a neologism, it draws upon 
existing concepts. For Kristina Wilson, an evocation of history was part of what made some 
designs appealing to consumers, but her concept of a “livable modernism” also 
encompassed larger issues of new social mores and manufacturing technologies.  Martin 
Eidelberg used “modern historicism” in his catalogue Design 1935-1965: What Modern Was. 
For Eidelberg, the implied superficiality in the word “historicism” was apt, as modern 
historicism “provided a novel outlook and different code, and this helped combat the ennui 
of established forms.”71 Eidelberg’s discussion primarily related to an object’s appearance 
and thus seemed ill-equipped to describe modernist works that engaged with historical 
models on both intellectual and aesthetic levels. Historical modernism could also be 
described as a “historicized modernism”—in how it establishes a context for the historical 
influences upon modernism—but historicize’s secondary meaning of rendering something 
historical makes it an imperfect phrase for material that was self-consciously modern. The 
goal of this study is not to relegate modernism to the past, but to explore how the past 
existed within it. My chapter “Historical Modernism” in A Modern World: American Design from 
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the Yale University Art Gallery, 1920-1950 broadly explored the historical references in modern 
design, which ranged from ancient Egyptian to Native American.72 “Lurelle Guild’s 
Historical Modernism” builds upon the ideas developed in these sources, but focuses the 
discussion on one designer, Lurelle Guild, and his primary reference point, colonial America.  
This is not a biography or catalogue raisonné of Guild and his oeuvre. Extensive 
biographical sketches have been included in Marta K. Sironen’s A History of American 
Furniture, published in 1936, in Paula Ockner and Leslie Piña’s Art Deco Aluminum: Kensington, 
published in 1997, and my article “Lurelle Guild: The Historical Modernist,” published in 
2011 in The Magazine Antiques.73  In 2004, Alice Elizabeth Lloyd Farlowe wrote a master’s 
thesis on Lurelle Guild that reconstructed his personal and professional biography from the 
limited and often contradictory archival evidence. Farlowe’s narrative benefitted from the 
cooperation of Guild’s daughter, who inferred that Guild’s wife was responsible for some of 
his work, thus making the thesis simultaneously a standard and revisionist history.74  
Guild had a remarkably broad career, but most authors writing about him have 
followed the same linear, narrative pattern that has become a common biographical trope: 
the traditionalist that embraced the avant-garde and achieved success. As a result, his 
corporate work has received the most scholarly attention. Even Farlowe consciously elided 
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discussion of his illustrations and writings in order to concentrate on his progressive 
industrial design projects.75 “Lurelle Guild’s Historical Modernism” is a selective appraisal 
that explores Guild’s career from a single vantage point. Mass-produced objects are at the 
core of this study, but their interpretation is grounded by an exploration of his illustration 
work, writing, and collecting activities. Some of his best-known designs, such as the 
Electrolux Model No. 30 Vacuum Cleaner and the Canapé Plate and Buffet Server for Chase Brass 
& Copper, do not contribute to this narrative and as a result are omitted, as are little-known 
but compelling designs, like the cases for Revlon’s Futurama lipsticks and the Westinghouse 
Laundromat washing machine. These projects each elicit compelling stories, but fall beyond 
the scope of this focused discussion.76 
The first section of “Lurelle Guild’s Historical Modernism” explores the concept of 
historical modernism and how it was manifested in the design of objects. As critical response 
to the cultural events of 1929 has shown, many Americans were able to synthesize a 
seemingly divergent array of stylistic references and attitudes. Despite later scholarly 
attempts to simplify the narrative of modernism’s arrival, Gregory Votolato has rightfully 
observed that “American culture was far too diverse to be represented by a singular design 
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ideology, and so its brand of modernism was by nature multi-faceted.”77 This section charts 
the two principal aesthetics of the first decades of the twentieth century—the Colonial 
Revival and modernism—paying particular attention to how Americans wrote about the two 
styles and what they meant for contemporary life. Since the late nineteenth century, the 
Colonial Revival dominated American design and architecture and embodied a complex 
range of social and political associations. As imported, avant-garde styles attained acceptance 
in the United States in the 1920s, strands of the two aesthetics intertwined to create a 
historical modernism that echoed early-twentieth-century philosophical discussions of 
cultural pluralism promoted by Pragmatists such as John Dewey and William James.78 This 
pluralism appeared in period texts as well as in objects that looked modern but were 
intellectually rooted in American craft traditions, as well as in designs like the houses of 
Royal Barry Wills that appeared old but were based on modern ideas of massing and space 
planning.79 Guild was not alone in fusing these ideas together and this section discusses 
examples of historical modernism created by a range of designers to underscore the 
pervasiveness of this approach.  The variety and subtlety found in historical modernism 
affirms the extent to which designers inherited Van Wyck Brooks’s concept of “a usable 
past” for their modern products.80  
 The next two sections, “The Itinerant Antiquer” and “Living with Antiques” shift 
the focus to Lurelle Guild. Before he became an industrial designer, he was an illustrator, 
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author, and collector of early American decorative arts. Although his interest in historic 
material has been mentioned in his biographical sketches, these sections provide an in-depth 
look at the extent to which he was personally invested in the past. “The Itinerant Antiquer” 
explores his first career as an illustrator and author. After graduating from college, Guild 
became enmeshed in the world of publishing, delineating images for prominent shelter 
magazines and eventually authoring his own articles. After he started collecting, his writing 
began to encompass advice on understanding and furnishing homes with Americana, 
including his most ambitious book The Geography of American Antiques. His experience with 
dispensing decorating tips and communicating with readers continued to be an asset after he 
segued into the world of industrial design as he was able to produce promotional booklets 
and other written materials for his corporate clients. His interest in traditional decorating and 
antiques informed the pieces he authored, even when they promoted modernist approaches 
to interior design. 
 “Living with Antiques” traces the formation of Guild’s collection of Americana and 
his endeavors as an amateur architect. Guild and his wife began buying antiques shortly after 
their marriage and the activity soon became all-consuming as they expanded their 
acquisitions to include whole structures that they relocated to an ersatz colonial village 
constructed in their backyard. Guild transformed his personal passion into a public persona 
through his “Itinerant Antiquer” columns and The Geography of American Antiques. His 
enthusiasm for collecting ran parallel to his career as an industrial designer as he continued 
to purchase and reassemble architectural fragments into a series of rental properties in 
Darien, Connecticut. The interiors of his home and the exteriors of his houses expressed a 
sentimental fantasy of the colonial world that mirrored larger American yearnings for simpler 
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times. Collecting was a personal activity shared by Guild and his wife, an activity that he only 
partially kept in shadow as his stature as an industrial designer grew. But the role that his 
collection played in his design process surfaced in how he described his projects and the 
visual details he employed.  
  “The Historical Modernist as Industrial Designer,” follows Guild’s career as a 
professional designer and stylist, building upon the topics explored in the previous two 
chapters to examine projects where historical modernism was most apparent. Guild’s 
engagement with Americana ran deep, but it was not reflected in every design he created. 
The selection of clients and projects explored in “The Historical Modernist as Industrial 
Designer” represents some of Guild’s more multivalent designs that simultaneously looked 
to the past while embracing the present and includes work in a wide range of media, such as 
silver, wallpaper, industrial aluminum, glass, and furniture. Unlike a number of his 
colleagues, Guild did not have a single aesthetic or an overarching theoretical point of view. 
He boasted that he designed “about a thousand products a year,” and although only a 
fraction ever entered production, the archival record supports his prodigious efforts.81  He 
aimed to make items that would please his clients and would sell well, often presenting 
numerous drawings and models for approval. To fuel his productivity, Guild drew upon his 
collection for inspiration, borrowing a detail here or a production method there, and in this 
way, imbued his designs with a sense of history that attracted consumers interested in a 
modernism that was rooted in an appreciation of the past. 
 The final chapter, “Postwar Endeavors,” explores how the tenor of Guild’s historical 
modernism shifted after World War II. Modernism, which appeared in the 1920s as an alien 
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aesthetic in need of interpretation had become mainstream after the war, and thus, the 
necessity to temper modern design with historical references lessened. Guild continued to be 
an active member of the American industrial design community, but he was no longer part 
of the vanguard and his output was increasingly less pluralistic in nature and less forward-
looking. As America entered the Cold War era, colonial references took on new political and 
social subtexts that contributed to their sustained popularity with consumers. Always 
responsive to market demands, Guild began creating overtly historicist designs that 
capitalized on his knowledge of Americana. As he grew older and began to step back from 
his professional demands, he increased his engagement with collecting antiques and building 
historically-inspired houses in a move that brought his career full circle.  
 “Lurelle Guild’s Historical Modernism” documents an alternative version of 
modernism in American industrial design. As the events of 1929 attest, the aesthetic trends 
working in the United States during the first half of the twentieth century were myriad, 
conflicting, and overlapping. Some critics championed either pure historical or modern 
styles, but these were at the extremes of the spectrum while the majority of objects 
Americans consumed were somewhere in between. The type of historical modernism 
practiced by Lurelle Guild melded innovation with tradition to create designs that 
synthesized the seemingly opposing ideals of the Colonial Revival and modernism.  
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Chapter 1 
Historical Modernism 
 
 
Lurelle Van Arsdale Guild (1898–1985) was the quintessential historical modernist. During a 
career that lasted from the 1920s to the 1960s, he worked as an illustrator and author 
advocating the Colonial Revival and then as a progressive industrial designer before 
reengaging with historicism after World War II. Guild’s professional evolution mirrored 
larger shifts in American culture as modernism was tentatively embraced during the 1920s 
and then flourished during the Depression and Postwar years. Throughout his life, Guild 
(rhymes with “smiled”) maintained an interest in colonial Americana, which he collected, 
studied, and used as a source of inspiration. Although Guild was not the only American 
designer to integrate historical allusions into his modernist designs, his unwavering 
dedication to the past and the specificity of his references resulted in a remarkably coherent 
oeuvre that underscored the lasting impact of historicism on modern American design. 
Guild’s fascination with Americana probably reflected the world in which he was 
raised. Lurelle Van Arsdale Guild was born on August 19, 1898, in New York City to Alice 
Gumble Guild and Thomas Lurelle Guild. Alice was a descendant of Symon Jansen Van 
Arsdalen, who arrived in New Amsterdam in 1653 and became a civil magistrate and elder of 
the Dutch Church in Brooklyn.82 Alice’s pride in her colonial heritage appears in her choice 
of Van Arsdale for Lurelle’s middle name. The genealogy that Alice compiled in order to 
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gain admittance to the Daughters of the American Revolution shows that she also descended 
from the Van Deusen family, one of the oldest families in New York.83 Thomas graduated 
from the College of the City of New York in 1894 and immediately went to work for the 
Fifth Avenue Bank. He joined the Cotton Exchange in 1904, serving on and chairing 
numerous committees before being elected Treasurer in 1929. He belonged to the Delta 
Kappa Epsilon Club of New York, was a Trustee of the First Presbyterian Church in 
Stamford, and was a Past Grand Master of the Grand Council of the Cryptic Rite of 
Freemasonry for the State of Connecticut and of the Connecticut Grand Lodge of 
Freemasons.84 The Guilds lived at 41 Urban Street in Stamford, Connecticut, and Thomas 
commuted daily into New York. The family filled their leisure time with sports and social 
events, including racing their boat, the Mingo, at the Indian Harbor Yacht Club, golfing at the 
Woodway Country Club in Stamford, and serving on benefit committees.85   
An only child, Lurelle Guild grew up in this comfortable and socially active 
environment before enrolling at Syracuse University in 1916, where he studied painting.  
While at Syracuse, Guild met Ann Louise Eden, an art student in the class below him; on 
November 21, 1929, Eden and Guild wed at Stamford’s First Presbyterian Church, in a 
service officiated by the Reverend George Stewart.  According to the published 
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announcement, the newlyweds went on a motor trip for their honeymoon, and then settled 
in Noroton, Connecticut (now a section of Darien).86 
On New Year’s Eve 1932, Thomas Guild died of heart disease, just weeks after 
celebrating his fifty-eighth birthday. The family held a private service at their home and the 
Reverend Stewart led a public service at the First Presbyterian Church. Two years later, the 
family sold his seat on the New York Cotton Exchange for $20,000.87 Thomas’s engagement 
with Wall Street, the Masons, and Connecticut society likely provided financial security and 
valuable professional and social contacts for his entrepreneurial son.  
By the time his father died, Guild had already established himself as “an authority on 
Early American relics.”88 He began collecting Americana shortly after graduating from 
college and incorporated his newly-acquired knowledge into paintings of interiors that he 
sold freelance as covers and illustrations for House & Garden, Ladies’ Home Journal, and other 
magazines.89 Guild wrote an article on antiquing for Country Life in 1925 that later became a 
monthly forum for advice, trade gossip, and inquiries.90 In 1927 Doubleday published The 
Geography of American Antiques, a survey of colonial decorative arts with text and illustrations 
by Guild. Described as a “clean-cut, easy-going, hard-working, blond Yankee,” he appeared 
to physically embody the all-American material he studied.91 His personal collection was the 
subject of two articles in Country Life that chronicled the restoration and furnishing of 
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Milestone House, his property in Noroton.92 Around this time, Guild noticed that his 
illustrations “were furnishing the basis of design for manufacturers of a number of 
products” and so he entered the world of industrial design for himself.93 He quickly 
established himself within the emerging field and by the early 1930s was considered a 
member of the first generation of American industrial designers. While many of his 
contemporaries were steeped in progressive and avant-garde aesthetics, Guild’s interest in 
Americana inflected his work. His product designs frequently and subtly drew upon his 
knowledge of past styles to fuse historicism and modernism.  
During the 1920s and 1930s, the use of historical reference in architecture and 
decorative arts was not a new phenomenon, and the American colonial past was but one of 
many historical sources used by designers. The application of decorative elements derived 
from colonial American prototypes, however, was often tied into larger issues of patriotism, 
corporate marketing, and efforts by the conservative intelligentsia to introduce “invented 
traditions” to members of the middle and lower classes.94 Above all, it reflected America’s 
conflicted attitudes towards modern design and the societal and social changes that were 
associated with it.  
This study focuses on Lurelle Guild, but he was not the only practitioner of historical 
modernism. Metalsmith Max Rieg produced aggressively modern designs in silver and 
pewter while simultaneously overseeing the Pewter Shop at Colonial Williamsburg, which 
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fabricated and retailed reproductions.95 Illustrator and artist Rockwell Kent frequently drew 
upon historical themes for his work, such as a line of dishes for Vernon Kilns that used 
American geography and commerce as its theme.96 Russel Wright’s designs embodied 
modernist ideals of informality and interchangeability, yet he purposely selected materials 
and processes redolent of traditional American crafts.97 Although Guild and these other 
designers practiced variations of historical modernism, there was no unified school of 
historical modernists. It was just one approach to solving a design problem that could be 
implemented on a case-by-case basis and was not bound by political or professional 
affiliation. The American Union of Decorative Artists and Craftsmen, founded in New York 
in 1928, was a lobbying and benevolent organization dedicated to promoting modern design. 
Its membership included many proponents of the avant-garde as well as Rockwell Kent and 
Russel Wright, whose works drew upon historical precedents. The American Designers’ 
Gallery was also formed in New York in 1928 as a venue for exhibiting and selling modern 
design. Their inaugural show included the work of Ruth Reeves, who frequently 
appropriated historical formats for her modernist textiles. When Fortune published a profile 
of the first generation of American industrial designers, the list included Norman Bel 
Geddes and Raymond Loewy, figures who were dedicated to theoretical and utopian designs, 
alongside Guild, who produced more conservative work. While historical modernism was 
broadly applied by a range of designers, Guild’s application of it was unusual. Whereas his 
colleagues employed historical modernism selectively, he used it with such regularity that his 
non-historical designs became the outliers and affirmed his belief that “in order for a man to 
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do good modern furniture, he must be familiar with period furniture and the best 
contributions of each period.”98 
 The term “historical modernism” may appear paradoxical, but it encapsulates the 
contradictions in America’s attitude towards, and embrace of, modernist design during the 
middle decades of the twentieth century. The binary of “historicism” versus “modernism” 
forms the basis for many of the theoretical discourses about modernity that emerged in 
Europe and that were echoed by American writers.99 Paul T. Frankl advised that “No period 
furniture could ever be made to look modern. The reason for this is simple. Period furniture 
expresses the life of the time in which it was created…. The art of today must be created 
today. It must express the life about us. It must reflect the main characteristics and earmarks 
of our own complex civilization.”100 For Frankl, modernism was not part of a continuum, 
but instead it signaled a clear and necessary division between looking backwards and looking 
forwards. This type of argument defined discussions of modernism, both in the period when 
modernist art and objects were created and also in the subsequent literature.101 Yet, they 
represent a theoretical reality that differed from a lived reality where the past and the present 
coexisted, although not always comfortably; in 1925 House & Garden fended off those who 
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“criticize us because we wear modern clothes and decorate our homes in the primitive style 
of colonial ancestors, have well equipped modern bathrooms and are happy with copies of 
Louis XVIth in bedrooms. They can’t understand the incongruity.”102 Americans inhabited a 
world populated by steel-frame buildings with Neo-Georgian facades, by electrified rooms 
filled with antique furniture, and by quaint garages housing the latest motorcar. Designs 
evoked history or looked to the future, and a small number of objects blended aspects of 
both ideologies. These objects inhabited the theoretical liminal space that Paul Ricoeur later 
described as “the paradox: how to become modern and to return to sources; how to revive 
an old, dormant civilization and take part in universal civilization.”103 In contrast to concepts 
like “antimodernism”—which, as articulated by T. J. Jackson Lears, was an active refutation 
of an increasingly rational and systematized society—historical modernism synthesized some 
of the seemingly disparate ideas that were in circulation during the period.104 Historical 
modernism echoed Randolph S. Bourne’s call for cultural pluralism, where the varied 
traditions and beliefs running through America “merge but they do not fuse.”105  
 Winnifred Fales, author of the 1936 book What’s New in Home Decorating, recognized 
the role of historical modernism as a way of bridging the modern and the colonial.  She was 
intrigued by how historically-minded designers “are neither bound by traditions of the past, 
nor wedded to the present, but move alertly up and down the centuries, seizing upon any 
and every detail which will aid in interpreting their own ideals, and combining the old and 
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the new, the classic and the modern, with a refreshing disregard of dynasties and dates.”106 
The challenge became how to interweave the old and new into a successful hybrid, which 
some critics acknowledged was easier said than done. Lewis Mumford cautioned against 
mere historical recreation as “every mark on it will betray the fact that it is fake, and the 
harder the architect works to conceal that fact, the more patent the fact will be.”107 Mumford 
also warned “we must not make the same mistake of the modern revivalists, like Mr. Fiske 
Kimball, who urge the acceptance of the classic tradition in America as a foundation for a 
general modern style.”108 Just as the deletion of ornament did not necessarily make an object 
modern, the random application of a classicizing detail did not necessarily make an object 
historically modernist.109 Historical modernism involved an intellectual engagement with the 
past in order to make a new statement about contemporary life. 
The main reference point for historical modernism was the Colonial Revival, which 
molded how Americans viewed the world in the early twentieth century. The Colonial 
Revival flourished between the Philadelphia Centennial Exhibition in 1876 and the start of 
World War I in 1914.  These approximate dates give temporal boundaries to the Colonial 
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Revival as a stylistic movement, but as Kenneth Ames points out, the Colonial Revival as an 
ideology was much broader and harder to define.110 Richard Guy Wilson notes that the 
veneration of America’s past began as early as Colonel John Trumbull’s cycle of paintings 
commemorating the Revolutionary War, begun in 1786 when many of the subjects were still 
living, and continues through Postmodernism’s insouciant historical quotations.111 Thus, 
stylistically, the Colonial Revival remained an alternative to a sequence of aesthetics such as 
Victorianism, the Aesthetic Movement, Art Nouveau, the Arts and Crafts, and modernism. 
 The Colonial Revival was more than a visual aesthetic: it encompassed a series of 
social and political beliefs.112 It was nationalistic in its celebration of the anniversaries of 
battles and key political events, in its commemoration of the birth and death days of 
important political figures, and in its veneration of the personalities involved in the 
establishment of the colonies and the formation of the United States. Nostalgia was central 
to the formulation of the Colonial Revival, especially in the years surrounding the Civil War, 
when Americans reflected on an imagined, but not too distant, simpler past.  As 
industrialization and immigration transformed the nation, Colonial Revival ideology was 
used simultaneously to assimilate foreigners into American society and to segregate an elite 
few from the general population. These complex, and often conflicting, uses of the Colonial 
Revival continued to evolve in the early twentieth century, ebbing and flowing with the 
political tide.  In the years during and immediately following World War I, a particularly 
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virulent strain of nationalism dominated American culture and once again brought the 
Colonial Revival to the fore. 
 While historian Lynn Dumenil rightfully points out that “many of the changes so 
evident in the 1920s predated the war,” the political and cultural isolationism that dominated 
the decade was a direct result of America’s wartime experience.113 The entry of the United 
States into the war created a temporary sense of national unity that ameliorated longstanding 
issues of politics, race, and class. Many Americans saw the conflict as proof that Europe was 
a decadent society in decline, an attitude that often engendered nationalistic pride. As one 
gentleman from Indiana noted, “We never appreciated so keenly as now the foresight 
exercised by our forefathers in emigrating from Europe.”114 This national unity began to fray 
as immigrant groups expressed solidarity with their home countries, often finding their 
patriotism at odds with that of their neighbors and sometimes at odds with United States 
diplomatic policy. “By the autumn of 1919 millions of old-stock Americans had come to 
believe that the country was faced by the menace of alien revolutionaries,” William 
Leuchtenburg has observed. “Millions of immigrants had entered the country in the past 
decade, and in the recent war they had shown that they continued to hold fierce attachment 
to their homelands.”115 Such xenophobic views were alarmist and became institutionalized 
with the Emergency Quota Act of 1921, which limited the annual number of immigrants 
from any one country to 3% of the total number of immigrants from that country as 
recorded in the 1910 census, and the National Origins Act of 1924, which lowered the quota 
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to 2%.116 The war left much of the world disillusioned and depleted; America’s recourse was 
to focus inwards, turning away from Europe. 
Some Americans were worried by this cultural shift. In 1920, the American 
Federation of Arts and the University of the State of New York staged a touring exhibition 
that hoped to soften xenophobia through education. The Arts and Crafts of the Homelands 
highlighted craft practices from across Europe, including furniture making, metalsmithing, 
weaving, tatting, and embroidery. Practical demonstrations by people wearing traditional 
costume and performances of music and folk dancing accompanied the exhibitions. The Arts 
and Crafts of the Homelands was followed by a series of smaller events across the country 
during the 1920s. Allen Eaton’s 1932 book Immigrant Gifts to American Life recorded a number 
of these exhibitions and outlined how they could be repeated.117 Eaton argued for the 
acceptance and incorporation of European folk traditions within American cultural circles, 
but his text revealed a larger concern over the legal and social view of immigrants in 
contemporary society. In the preface, he drew attention to notable immigrants—Joseph 
Pulitzer from Hungary, Andrew Carnegie from Scotland, and Edward Bok from Holland—
to underscore the positive contributions foreigners made to modern life in the United 
States.118 The Pragmatist writer Randolph Bourne also drew attention to the value of a 
heterogeneous American culture, worrying that “these distinctive qualities [would] be washed 
out into a tasteless colorless fluid of uniformity” by the concept of the melting pot.119 
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Bourne saw the postwar period as the ideal moment to establish new and more tolerant 
attitudes towards immigrant traditions and to recognize the value of pluralism within 
American culture.  
 America’s postwar isolationism coincided with an era of prosperity.  For the first 
time it its history, America exported more than it imported.120 Between 1910 and 1920 
industrial production rose 12% and between 1920 and 1930 industrial production rose 64%. 
The nation produced 1.5 million automobiles in 1919 and by the end of the 1920s produced 
85% of the world’s automobiles at a rate of about 4.5 million a year.121 This increased wealth 
fostered an escapist leisure culture epitomized by the popularity of places like Coney Island.  
Many Americans also actively engaged with their colonial heritage, which they “jealously 
guarded against any possible contamination from ‘sick’ and ‘corrupt’ Europe.”122 Not only 
were colonial antiques actively collected and colonial details applied to both domestic and 
public architecture, but the colonial past also provided templates for modern life. 
Contemporary critics drew parallels between Puritanism and their own era’s focus on 
prosperity and integrity.123 This comparison held particular resonance in terms of the 
Volstead Act; “supporters viewed prohibition not only as a means of promoting morality 
and sobriety,” Dumenil records, “but as a symbol of the dominance of White Anglo-Saxon 
Protestant cultural values.”124 The spirit of America’s colonial past even inspired sociologist 
Thorstein Veblen, who remarked in 1923 that “the country town is one of the great 
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American institutions; perhaps the greatest, in the sense that it has had and continues to 
have a greater part than any other in shaping public sentiment and giving character to 
American culture.”125 
The “character of American culture” became a central argument against modernism. 
European countries embraced progressive design in the late 1910s as a means to rejuvenate 
economies after World War I, when numerous manufacturing centers had been decimated 
and a generation of laborers and craftsmen died on the battlefields. Americans were quick to 
take note of European stylistic innovations but often reacted with dismay. “It is the easiest 
thing in the world to poke fun at the modernist movement in decoration,” noted an article in 
House & Garden in January 1921. “You can claim that interiors done in the modernist style 
would be difficult to live with. Or you can say they do not fit our type of life here in 
America.”126 According to the author, there was something inherent in the American psyche 
that ran counter to the extravagance and opulence of European modernist design. “We are a 
direct people, and it is not so long since our forebears took the axe in hand and cut the 
clearing in the wilderness. Except in the rarest spots we cannot call American life effete; we 
are not accustomed to the cushioned banks and we prefer chairs.”127 The author ignores the 
elaborately carved and upholstered furniture of the late nineteenth century in order to make 
a point about American rectitude.  
The elision of traditional aesthetics with American morality appeared in numerous 
guises. The Colonial Manufacturing Company advertised in 1923 that “those fortunate folks 
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who best understand the meaning of home, know that a stately ‘Colonial’ Clock is more than 
an article of fine furniture. They appreciate its personality—its historic lineage—its friendly 
dignity.”128 The wordplay of the advertisement conflated the Colonial brand name with the 
prestige of antique furniture and aligned notions of quality and dependability with more 
abstract concepts of home and lineage, presenting the consumer with a veiled connection 
between colonial American furniture and American values. In The Practical Book of Learning 
Decoration and Furniture from 1926, Edward Stratton Holloway suggested that colonial—and 
by extension English—furniture was the most suitable representation of America’s Anglo-
Saxon heritage. He watched the growing popularity of Continental antiques “with the 
greatest regret, [because] year by year we are losing the sterling English character we once 
possessed,” which was being eroded by America’s expanding cultural diversity.129  
Some authors, like John Walker Harrington, consoled themselves by affirming that 
antiques were ideally suited to modern life and praised manufacturers that used antiques as 
models. In an article for International Studio, Harrington compared two tables: 
 
Here, for instance, is an occasional table, with a Mayflower pedigree. It its 
day it could hold a candle perhaps or a workbox; perhaps a Bible. Too high, 
too frail, it could not serve the present generation. And alongside of it is the 
modern interpretation thereof with the same graceful outline, but made 
shorter, with a broader top, so it can be placed next to a deep, comfortable 
chair, where the cigarette case, the cocktail shaker, the latest novel or a lamp 
can be imposed without fear of disaster.130 
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Although the proportions had been changed, sacrificing historical accuracy, the inherent 
message of inherited respectability remained intact. For Harrington, there was no disconnect 
between the trapping of modern life—cigarette boxes and cocktail shakers—and the forms 
of furniture made to suit seventeenth century, colonial needs. 
The preoccupation with the Colonial Revival by authors of decorating and domestic 
advice books should not infer that modernism was wholly unknown to Americans in the 
early 1920s. As Christopher Long has explored, a handful of Central European designers 
arrived in the United States before World War I and created progressive objects and 
interiors, particularly in the Austrian Secessionist style.131 Beginning in 1914, Rena Rosenthal 
(sister of leading modernist architect Ely Jacques Kahn) imported modern objects from 
Vienna, as well as commissioned work from local designers, for her New York store Rena 
Rosenthal’s Austrian Workshop. The efforts of this group of designers and retailers, 
however, had minimal impact on American culture outside of the few cities where they 
worked, and following World War I, anti-German sentiment further dampened public 
interest in modern design with a distinct Eastern European flavor. In a telling detail, 
Rosenthal changed the name of her business to Rena Rosenthal Studio in 1922, thereby 
erasing any overt Central European association.132   
Against this background of political and cultural isolationism, it is unsurprising that 
an invitation issued by the French government in 1923 to participate in an international 
exhibition of modern decorative arts was met with marked trepidation. Marilyn Freidman 
has recorded how France’s invitation became mired in Washington bureaucracy, which 
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passed the request from the State Department to the Secretary of Commerce to Congress.133  
Then Secretary of Commerce Herbert Hoover solicited opinions from his staff as to 
whether the United States should spend $80,000 on a pavilion building and canvassed 
American industry leaders as to whether they would have appropriate goods to display. The 
replies were hesitant and Secretary Hoover declined France’s invitation. “The United States 
will not be represented in the Exposition of Decorative and Industrial Art to be held in Paris 
next summer,” reported the American Magazine of Art in October 1924. “Our Government 
took the matter under serious consideration and was in sympathy with the project. But we 
could not qualify [because] this exposition [will display] exclusively works which are 
modernistic in design; none which is based on tradition is to be included.”134 Although the 
cost of the pavilion and the lack of suitable American displays were the overt reason for 
declining, overarching political factors should not overlooked. As William Leuchtenburg has 
noted, “American foreign policy in the 1920s [was] built on disillusionment with World War 
I—a dirty, unheroic war which few remembered with any emotion save distaste…. Even 
more important, it bequeathed a deep cynicism about European affairs.”135   
Some politicians worried about the diplomatic ramifications of America’s refusal to 
participate in the exposition. In order to appease those fears, Hoover formed the 
Commission Appointed by the Secretary of Commerce of the United States to Visit and 
Report upon the International Exposition of Modern Decorative and Industrial Art in Paris 
1925.  The ninety-two-person, privately-funded Hoover Commission, as it came to be 
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known, consisted of manufacturers, writers, artists, architects, curators, and retail 
representatives. It spent two weeks in Paris, visiting exhibits, being entertained by diplomats, 
and meeting with local manufacturers. The Commission sent numerous news items back 
across the Atlantic and, under the stewardship of Charles Russell Richards, Director of the 
American Association of Museums, compiled a detailed report on the fair that minimized 
the contributions of non-French exhibitors and ignored the more radical displays, including 
the Russian pavilion and Le Corbusier’s Pavillion de l’Esprit Nouveau. The Commission felt 
that “the modern spirit of design seemed to be on the whole so much better expressed by 
the French than by the exhibits of other countries.”136   
Although, as Edward Stratton Holloway observed in 1926, modern decoration “is 
not welcomed here in ‘democratic’ America, which often resents the use of ‘foreign’ styles,” 
the impact of the Paris exposition on the American public was substantial.137 Descriptions of 
the exposition littered the popular press and specialty magazines while museums and 
department stores staged exhibitions of French moderne design in order to educate and attract 
consumers.138 The Hoover Commission organized a traveling exhibition of objects from the 
fair that reflected the prejudices in its official report: only six countries were represented and 
the vast majority of the approximately four hundred selected works were French. Thus for 
the average American who was unable to attend the Paris exposition in person, their 
experience of modernist design—through published sources and local exhibitions— was 
primarily a French one. Architect Eliel Saarinen saw the irony of America’s fascination with 
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the moderne: “Nobody is a prophet in his homeland; and so Louis Sullivan and Frank Lloyd 
Wright were not appraised at their full value in their own country. The efforts in Austria, 
Germany, and Holland, even after they had gone on for decades, were considered strange 
movements. But when Paris finally started, then…!”139 
While the French moderne style was heavily promoted by American retailers, it was 
not universally embraced, even by proponents of modernism. In The New Interior Decoration of 
1929, Dorothy Todd and Raymond Mortimer castigated the Paris exposition: “Pattern 
fought pattern: contorted chandeliers threw a broken light upon jazz carpets, the walls 
vibrated with ornament, and on the ceilings stalactites of silver and cobwebs of silk 
competed for the attention of the visitor.”140 Critics were equally derisive of American-made 
designs in the moderne style. For the 1926 Arts-In-Trades Club exhibition, W. & J. Sloane 
created a bedroom that was one of the first examples of modern furniture produced by a 
large-scale, American manufacturer.141 The furniture was executed by the Company of 
Master Craftsmen, a Sloane subsidiary, and featured sumptuously-figured veneer, inlaid 
accents, fuseau legs, sabot feet, and tassel drawer-pulls (fig. 1.1).142 These elements were 
signature traits of the Parisian ébéniste Jacques-Emile Ruhlmann, which caused one reporter 
to lament: “Ruhlmann’s favorite vice, alas, is perpetuated—the placing, that is, of 
disconnected fragments of ivory where they make little white blots on the dark wood.”143 
Critics longed for an indigenous expression of modernism, not one that was simply copied 
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from Paris. “The American manufacturer looking for something modern French to 
incorporate in his new line,” observed Helen Appleton Read, “can hardly be blamed if he 
does not feel right in recommending to the little bride, bent on furnishing her house in the 
newest thing, backgrounds which would awaken dreams of Baudelaire or Guy De 
Maupassant.”144 Read admired moderne design but saw its value only in a French context. 
Todd and Mortimer, on the other hand, promoted the spare lines and industrial qualities of 
Pierre Chareau, Walter Gropius, and Richard Neutra, aesthetics that were rooted in 
European modernism but ran counter to the opulence of the moderne.    
While the French moderne inspired American designers like Donald Deskey and 
Eugene Schoen, it tended not to serve as source material for historical modernism. This may 
be due to the fact that many moderne objects already had strong historical ties. Louis Süe and 
André Mare updated eighteenth-century furniture forms, Jacques-Emile Ruhlmann’s use of 
inlay and veneer reinterpreted the austere luxury of the Restauration style, and Edgar Brandt 
abstracted neoclassical imagery for his ironwork.145 The functionalist designs being produced 
in Eastern Europe—with their universal, Euclidean shapes and lack of ornamentation—
became the preferred prototypes for historical modernism. The simplicity of functionalism 
made it an ideal blank canvas onto which designers could project their own historical 
references. Contemporary observers also saw a resonance between the values of industry and 
rationality embodied by Central European functionalist design and American ideals.  
Americans were first exposed to this material through the Newark Museum’s 1912 
exhibition Modern German Applied Arts, but German-inspired, functionalist objects were 
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reintroduced to a broader public a decade later through events like The Machine Age 
Exposition, held in New York in 1927.146 Whereas many American writers were skeptical of 
French design, German design received a warmer reception. The Christian Science Monitor 
published a profile of the recently-reinaugurated Dessau Bauhaus in 1927 that explicated 
some of the school’s tenets. The article emphasized the sympathetic use of modern 
materials, which allowed the architect to “no longer cover his buildings with effete 
ornaments.”147 This observation is a veiled criticism of French moderne, which was often 
referred to as effete. Writing retrospectively, Russell Lynes articulated how the functionalist 
version of modernism was intrinsically linked to an ideological, American self image: 
 
One of the reasons, I believe, why the Modern movement has lasted longer 
than many assaults on the bastion of American taste is quite simply that it 
appeals to a morality that is deeply imbedded in our history. It seems to be 
harkening back to American puritanism, a morality which stressed the virtues 
of modesty, clean living, and distain for what we call vulgar display. Like the 
Modern movement, puritanism was a revolt against an over elaborated 
aesthetic.148 
 
Lynes looked past the surface decoration of modernist objects and recognized the guiding 
aesthetic principles of rationality and functionality, using the same descriptive language that 
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authors like Philip Johnson and Martha and Sheldon Cheney used to promote functionalist 
design and architecture.149 This viewpoint also echoes the comments made by William H. 
Baldwin who saw a direct relationship between the Metropolitan Museum of Art’s Architect 
and the Industrial Arts exhibition in 1929 and the adjacent early American period rooms.150 For 
Lynes, rationality and functionality became corollaries for the concepts of rectitude and 
appropriateness advocated by proponents of the Colonial Revival, showing how the 
seemingly antithetical ideologies could coexist both in theory and in actual objects.  
A pewter cocktail shaker embodies Lynes’s observation (fig. 1.2). In the late 1920s, 
Russel Wright produced a series of austere pewter housewares that relied upon simple 
geometric shapes with minimal surface ornament and were intended for serial manufacture, 
attributes in line with Bauhaus aesthetic concepts.151 The choice of material, however, 
evoked the American past. Wright saw pewter as an inherently American material that could 
be formed using craft technologies like spinning (a nineteenth century technological 
innovation that signaled tradition for Wright).152 Thus his modernist designs became 
extensions of early American craft traditions, linking the avant-garde with the historical.  
Authors like Lynes and modernist designers like Wright were probably unaware how 
deep the connection between American and German design actually ran. Practitioners from 
each nation studied each other’s wares and projected onto them the integrity that they felt 
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their own objects lacked.153 Julius Lessing, director of the Museum of Industrial Arts in 
Berlin, recalled attending the 1893 Columbian Exposition in Chicago. While American 
fairgoers celebrated imported ornate objects, “we were bringing back to Europe smooth 
wooden chairs, polished doorknobs, and gracefully curved utensils entirely devoid of 
embellishment…. Here we saw objects of daily use developed clearly and without any 
preconception.”154 The earnestness and integrity that Germans like Lessing saw in American 
vernacular design were the same values that Americans appreciated in German design, 
forming an inherent link between the products of the two nations. Notably, these “objects of 
daily use” were also the types of wares that inspired historical modernists.   
Lurelle Guild turned to an “object of daily use” when redesigning a hot water kettle 
for the Aluminum Cooking Utensil Company’s Wear-Ever line (fig. 1.3). As Guild told Modern 
Plastics in 1935, he based his design on an antique watering can in his collection.155 The 
antique was devoid of decoration and resolutely functional—in fact, Guild found the antique 
easier to lift and pour—and he adapted elements of its construction for the new kettle. In 
translating the historical details, Guild adjusted and simplified them to resonate with 
contemporary taste, replacing the wooden handle with phenolic resin and making the body a 
simple half sphere. The austerity of the design led to its inclusion in the Museum of Modern 
Art’s 1934 exhibition Machine Art.156 Modern Plastics credited the success of the kettle to 
Guild’s interest in the past: “With this fundamental knowledge of the background of our 
forefathers, and a keen analytical interpretation of the reasons behind changing conditions as 
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they influence our lives today, he is in an enviable position to create and design ‘best sellers’ 
in his field.”157 Designers like Guild internalized the duality of historical modernism in order 
to couple new materials and processes with shapes and designs drawn from the history of 
America. The results were pluralistic objects that were formally grounded in the past yet 
appealed to modernist ideals and were ideally suited to a broad swath of American society 
that clung to tradition yet coveted novelty in equal measure.   
Silversmith Porter Blanchard drew upon a historical prototype for his The 
Commonwealth flatware and emphasized the connection in his marketing materials (fig. 1.4). 
One of the first announcements for the pattern, which appeared in the Los Angeles Times, 
described its origins: “A little silver spoon lies in the Essex Museum in Salem, Massachusetts 
. . . probably the oldest existing Colonial Silver spoon, created by John Hall between 1624 
and 1683. Porter Blanchard saw this lovely old piece and was inspired to create The 
Commonwealth.”158 The little silver spoon was in fact made by John Hull, not Hall, and his 
partner Robert Sanderson around 1664, probably to commemorate the marriage of William 
Browne and Hannah Corwin, whose initials are engraved on the handle (fig. 1.5).159 
Blanchard appropriated and refined the rectilinear handle, giving it a consistent width and 
thickness, and added two incised lines just before the junction between the handle and bowl. 
Blanchard also borrowed the broad, shallow bowl. While the shape of the Hull and 
Sanderson spoon was not unusual for late-seventeenth century silver, by the early twentieth 
century the size and proportions of bowls and tines had become standardized. The 
Commonwealth deviated from the standard shapes and had spoons with flat, elongated bowls 
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and forks with wide tangs and short tines. The severity of the handles and the abstracted 
blades, bowls, and tines registered with critics as “express[ing] stark simplicity, all their parts 
reduced to the basic forms.”160 Despite the reviewer’s association of modernism with 
simplicity, Blanchard saw the simplicity as an outgrowth of the historical prototype, 
describing The Commonwealth as “pure of line, yet eminently modern as are so many things 
that trace their origin in the designs of Colonial America.”161 The Essex Museum spoon was 
hand wrought and its surface exhibited the dings of age and use. Blanchard honored this 
surface by giving the handles of The Commonwealth a hammered finish, which silver historian 
W. Scott Braznell notes deviated from his more usual polished surfaces.162 The precise lines 
of the handle would have been ideal for mechanical production, but the hammered surface 
visually projected handwork and tied the pattern to a lineage of silversmithing. As a member 
of the Arts and Crafts Society of Southern California, Blanchard was steeped in 
metalworking traditions. He saw the straightforward design of seventeenth century American 
silver as resonant with modernist sensibilities and thus transparently used it as the basis for 
his first modernist flatware pattern. 
The layers of reference and exploration in the textile designs of Ruth Reeves evince 
the complexities of historical modernism. Reeves trained at the Pratt Institute before 
studying painting with Robert Henri in New York and Fernand Léger in Paris. In the late 
1920s her bold patterns and innovative use of materials aligned her with New York’s design 
avant-garde and she was one of the few female members of the American Union of 
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Decorative Artists and Craftsman, founded in 1928.163 In 1933 she was awarded a fellowship 
from the Gardner School Alumnae Association to produce a series of textiles (fig. 1.6). For 
inspiration she turned to the Hudson River. Following in the footsteps of nineteenth century 
landscape painters, Reeves traveled up the Hudson and recorded five vistas in paint on 
canvas. She then stylized and translated her paintings to screens, which she used to print the 
fabric. Newburgh, from a Delano Garden records a view across the Hudson from Algonac, the 
Frederick Adrian Delano estate just outside Newburgh, New York. Algonac was acquired by 
the Delano family in 1851 and shortly thereafter was renovated and landscaped by Andrew 
Jackson Downing.164 Appropriating the format of a French toile, the view is repeated in a 
staggered arrangement separated by trees, but Reeves replaces the fine lines of the traditional 
copper-plate print with flat areas of color and abstracted shapes delineating the plants, boats, 
water, and distant mountains. The stylized rendering and bold palette of saturated reds, 
pinks, and yellows were modernist in conception, yet contemporary commentators focused 
more on the traditional aspects of the textile. “Ruth Reeves has set out to make Hudson 
River scenery familiar to the household,” observed Literary Digest. “Her effort lies in the 
direction of creating a national style, reminiscent, perhaps, of some of the early American 
wall-papers.”165 House & Garden noted that “artists have recorded these scenes in the 
medium of the moment,” thereby placing Reeves within an august lineage and giving 
allowance for her non-traditional rendering style and materials.166 The fabric was printed by 
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Robert McBratney & Co. and available on two substrates: Celanese ninon, a new-to-market 
sheer synthetic fabric used for window treatments, or Sanforized linen, a process for pre-
shrinking upholstery textiles that was patented in 1930.  Thus the pluralism of Reeves’s work 
begins to emerge: she rendered in an abstract and stylized manner and employed innovative 
materials, but used subject matter inextricably tied to the American past. The series as a 
whole invoked the traditions of the Hudson River School painters, while Newburgh in 
particular had the added associations of Downing’s landscape architecture and the Delano 
family’s legacy, which became of national interest with the election of Franklin Delano 
Roosevelt as President the year before Reeves began her project.  
 Although Reeves has become best-remembered for her more aggressive patterns, 
like Manhattan or Electric, the historical modernism of her Hudson River series was not 
anomalous. In 1934 she traveled through Guatemala studying local textile traditions and then 
produced a series of works based on her findings. In 1935 she helped conceive of the Index 
of American Design, implemented (although never completed) by the Works Progress 
Administration that aimed to create a visual record of America’s artistic heritage.167 For 
Reeves, modernism did not negate history. To the contrary, her vision for an indigenous 
modernism was by necessity founded in an understanding and appreciation of the American 
past.  
Rockwell Kent also drew upon the American experience for a ceramic pattern he 
developed for Vernon Kilns. By the late 1930s, Kent was one of the most popular artists 
working in America. Trained as a painter, he was widely known for the stylized and often 
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desolate prints he created to illustrate popular novels, poems, and his own memoirs. Vernon 
Kilns first hired Kent to create dishes with images from two of his well-regarded projects: a 
1930 edition of Herman Melville’s Moby Dick for which he provided the illustrations and 
Salamina, a chronicle of his time in Greenland published in 1935. In 1939, the company 
commissioned a third pattern. Kent readily agreed, admitting to Faye Bennison, the 
president of Vernon Kilns, that “you and [modeler] Gale Turnbull have created an entirely 
new field for my work. Although designing crockery falls into the money making category it 
allows me so much freedom to do what I please, unlimited by an author’s text or an 
advertiser’s predilections, that I particularly like to do it.”168 He envisioned an ambitious 
dinner service titled Our America that drew upon American geography and labor for 
inspiration.  
Moby Dick and Salamina were based on existing, published illustrations, but for Our 
America Kent created completely new imagery that was transfer-printed onto the earthenware 
blanks and embellished with bands of stars on the rims, handles, and lids. He divided 
America into eight regions—New England, the Mid-Atlantic states, the colonial states of the 
south, the Mississippi River states, the Great Lakes states, the plains and mountain states, the 
gulf states, and the Pacific states—and engraved thirty scenes that reflected local activities. 
Roughly half depicted leisure, including fox hunting in Virginia and the America’s Cup races 
off the coast of Newport, and half depicted labor, including maple sugaring in Vermont and 
lumbering in the northwest.169 The tableaus were rendered as monochrome line drawings 
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instilled with nostalgia, although not all scenes depicted the past. The southern colonial 
states salad plate featured “The Big House,” an elegant plantation structure viewed from 
across a field populated by slaves picking cotton. In contrast, the Mid-Atlantic States dinner 
plate featured a bird’s-eye view of lower Manhattan, brimming with skyscrapers and 
commercial traffic in the harbor. Kent handled these disparate scenes identically, which 
blurred the distinction between an idealized past and the potential of the present. A number 
of the images fit within these extremes. The Plains and Mountain States chop plate depicted 
commercial agriculture (fig. 1.7). Ripe melons and shocks of corn fill the foreground while a 
pen of cattle occupies the middle ground. The corn shocks provide an aperture to the 
background through which are glimpsed fragments of a structure under a sky with billowy 
clouds. The architecture at first glance seems domestic, with gabled roofs and vertical lines 
suggestive of columns, but in fact it is a complex of grain silos with the towering 
smokestacks of distant factories providing the atmospheric clouds. The presence of cows 
and corn implies that the structures are some of the slaughterhouses and grist mills that 
populate the Midwestern landscape. Although the buildings are the subject, Kent sublimates 
the realities of large-scale agriculture within a verdant landscape of fruits and animals, 
evoking and inverting the tension between the tectonic and the scenographic that Kenneth 
Frampton identifies as central to Critical Regionalism.170 Kent was not alone in locating 
aspects of the American past in modern factory-buildings, and the conflation of the bucolic 
and the industrial that runs through the Our America dishes echoes Charles Sheeler’s 
paintings of the Ford Motor Company factories at River Rouge and even harkens back to 
the inclusion of locomotives in Hudson River School paintings. 
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Our America was unveiled in January 1940 as war surged across Europe, and the line’s 
wistful narrative was an extension of the nation’s growing patriotism. An article in Life 
magazine about wartime boycotts of foreign china prominently illustrated Our America and 
lauded its local production and subject matter.171 Advertisements continued this sentiment, 
promoting the dishes as “distinctly American as the Mississippi, as modernly American as 
tomorrow’s airliner…it is indeed a pictorial essay on Contemporary America.”172 For Kent, 
creating this essay necessitated employing a historical modernism that drew upon a range of 
American myths with which the average American could identify, nostalgic myths of a 
preindustrial past and prospective myths of the nation’s commercial prowess.  
“The complaint is that we are still borrowing, and inexcusably, from European 
countries,” Lurelle Guild wrote in 1927. “To our generation falls the task of building a 
background against which coming generations may create…. Perhaps America’s 
contribution to the history of furniture will be next.”173 For Guild, one needed to understand 
the history of American design in order to establish an indigenous modern style. Architects 
Oskar Stonorov and Willo von Moltke borrowed from the background of American 
furniture for a sideboard that showed the subtlety with which designers could engage with 
historical modernism (fig. 1.8). The case piece was created for the Organic Design in Home 
Furnishings competition and exhibition held by the Museum of Modern Art in 1940 and 
expressed the progressive ideals of modularity and adaptability.174 Although the form of the 
case piece was assuredly modern, elements of its conception were rooted in the American 
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past. Stonorov felt the Shakers produced the first truly American furniture tradition, and this 
case piece echoed the resolute functionality of Shaker furniture, as well as the formal 
arrangement of repeated rectangular forms housing different types of storage.175 Stonorov 
also emphasized that the choice of walnut wood was in keeping with American furniture-
making traditions. Stonorov and von Moltke’s case piece evinces how objects can sustain 
multiple interpretations: its biomorphic base, modular conception, and its role in MoMA’s 
seminal exhibition make it an early example of organic design yet its allusion to Shaker 
furniture and use of a typically American wood align it with historical modernism. That one 
view is progressive and one is retrospective reinforces the elasticity of modernist ideals. 
In addition to an object’s materials and appearance, its context could inform its 
interpretation as historical modernism. Gilbert Rohde’s Design for Living House for the 1933–
34 Century of Progress International Exposition in Chicago has long been admired as an 
important proselytizer of modernism to the American middle class.176 Architect John C. B. 
Moore designed the pavilion following International Style ideals, with white stucco exterior 
walls and expansive plate glass windows. Rohde filled the interior with his modern designs 
for Heywood-Wakefield and Herman-Miller, including a line of clocks and furniture 
introduced at the exposition. The Chicago Daily Tribune extolled that “this furniture is another 
powerful argument for the contemporary style of home furnishings and disproves once 
more that to be modern is to be bizarre or artsy.”177 However, design historian Monica 
Obniski has read the pavilion’s interiors as fundamentally traditional, noting how the basic 
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space plan followed nineteenth century formulas, in particular the anchoring of public spaces 
around the hearth, itself an anachronism within the context of contemporary environmental 
control systems.178 Rohde created an asymmetrical mantelpiece stripped of moldings and set 
before it chairs with compact forms and low centers of gravity, but the very idea of the 
fireplace, of comfortable seating, and even of the area rug underneath followed the 
suggestions of nineteenth century tastemakers like Clarence Cook.179 For Obniski, Rohde’s 
conservatism was particularly evident in the house’s private spaces. “By retaining familiar 
and formal interior elements, such as curtains, wallpaper and an easy chair, the master 
bedroom preserved traditional ideals and concurrently advanced aspects of modern furniture 
design.”180 This duality is evident in the vanity Rohde designed for Herman-Miller and placed 
in the bedroom (fig. 1.9). The vanity was a half-circle in shape with hinged drawers that 
swung open at the sides. The exterior was veneered in sequoia burl embellished with three 
stripes of pale harewood and brushed chromium-plated hardware. A tall, rectangular mirror 
was affixed to the back and overhung one side of the case. The asymmetrical composition 
and graphic quality of the veneer made the vanity appear modern, yet it was fundamentally 
historical. Rohde borrowed the demilune form from late-eighteenth and early-nineteenth 
century English and American commodes, which had half-circular footprints and sometimes 
employed triangular, side-hinged drawers. The use of contrasting, figured veneers evoked 
Federal and Biedermeier furniture. Even the overall form of a mirror extending from a 
compact storage space continued the tradition of dressing boxes and looking glasses, 
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although Rohde altered the scale and syncopated the composition (fig. 1.10). As Rohde 
scholar Phyllis Ross has noted, this was his only demilune case piece.181 While an apparent 
anomaly in his oeuvre, it reinterpreted forms historically associated with dressing for a 
modern audience. The historical modernism inherent to Rohde’s design would have been 
increasingly apparent to visitors of the Design for Living House, who would have seen it within 
a familiar bedroom setting, and within the context of the neighboring model homes outfitted 
in period styles. 
The architecture of Royal Barry Wills inverts the idea of historical modernism yet 
affirms the pervasiveness of plurality in the 1930s and 1940s. He became well-known for 
middle- and upper-middle-class domestic structures that derived from New England 
architectural traditions, particularly the Cape Cod cottage. Few clients requested overtly 
modern houses from Wills, but the few he planned in the mid-1930s show he knew the 
language of modernism. Instead, he subtly introduced modern ideas into historical-appearing 
homes, such as replacing the traditional progression of small-scale rooms constrained within 
the building’s shell with larger spaces that contained multiple functions and seamlessly 
opened onto the exterior.182 Wills clad his structures with clapboards or faux-Tudor beams 
and surrounded his windows with shutters, moldings, and pediments, yet as David Gebhard 
has noted, “when his designs are stripped of their specific historic references, they emerge as 
strongly articulated geometric shapes.”183 In this manner, Wills conflated aspects of modern 
and traditional architecture to create houses that blended into their surroundings, projected a 
sense of age, yet took advantage of new approaches to space-planning and domesticity. 
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Unlike the historical modernists Wills did not privilege modern appearances, although both 
their products appealed to a similar strain of American taste.  
Historical modernism, as practiced by figures like Guild, spoke to middle-class 
aspirations for gentility; his designs alluded to a legacy of fine craftsmanship and had, at their 
core, fundamentally conservative values of propriety and heritage. Simultaneously, they were 
self-consciously modern in appearance and showed that their owner was abreast of current 
fashion. Fellow industrial designer George Nelson described Guild as “never ahead of his 
time or behind it,” a back-handed comment that underscores the acuity with which Guild 
intuited the tastes and needs of his customers.184 In A History of American Furniture from 1936, 
Marta K. Sironen wryly observed that Guild’s “name had been associated so long with Early 
American furniture that it was quite a surprise to know he was a modernist.”185 Guild’s 
persona as both a noted collector of Americana and a contemporary tastemaker provided the 
necessary legitimacy for the duality of his designs. Most of his products were quotidian 
house wares or were intended for mass production and thus could be interpreted as 
lowbrow, but his reliance on historical prototypes lent his designs the highbrow overtones 
associated with antiques.186 While this study focuses on objects that were serially- or mass-
produced and consumed by a largely middle- and upper-middle-class audience, historical 
modernism also surfaced in hand-made, luxury goods. It can be found in the bespoke 
furniture supplied by Victor Proetz, the handwrought silver designed by Tommi Parzinger, 
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and the engraved glass produced by Steuben, underscoring the broad application of this 
idea.187 
Lurelle Guild’s career followed the trajectory of modernism’s embrace by American 
manufacturers and consumers. His work during the early 1920s promoting Colonial Revival 
interiors, his tentative reception of modernism during the late 1920s, and his leap into the 
nascent world of industrial design during the 1930s make him a compelling figure through 
whom to chart the conflicting ideals of the Colonial Revival and modernism. Guild 
embodied the type of designer, described by Winnifred Fales, that moved “alertly up and 
down the centuries, seizing upon any and every detail which will aid in interpreting their own 
ideals.” Thus, consumers and manufacturers knew that Guild’s historical modernism was not 
mere surface ornamentation but instead originated from a thoughtful understanding of how 
elements from the past could be applied to the products of today. 
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Figure 1.1 
Company of Master Craftsmen 
Side Table, 1926 
Mahogany, mahogany and burl walnut veneers, ivory, celluloid and lightwood inlay, 
cedrela, and painted metal 
Yale University Art Gallery, Gift of J. Davenport Wheeler, B.A. 1858, by exchange, 
 inv. no. 1997.7.1 
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Figure 1.2 
Russel Wright for Russel Wright Inc. 
Cocktail Shaker and Goblets, ca. 1930 
Pewter 
John C. Waddell Collection 
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Figure 1.3 
Lurelle Guild for Wear-Ever division of Aluminum Cooking Utensil Company 
Teakettle, 1932 
Aluminum and Bakelite 
Yale University Art Gallery, Gift of Patricia E. Kane, Ph.D 1987, and W. Scott 
Braznell, Art.A. 1967, inv. no. 1987.84.4  
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Figure 1.4 
Porter Blanchard  
“The Commonwealth” Pattern Flatware, introduced 1930 
Sterling silver 
Courtesy Sotheby’s, New York 
 
 
 
Figure 1.5 
John Hull and Robert Sanderson 
Spoon, ca. 1664 
Silver 
Peabody Essex Musuem, inv. no. 106,923.1 
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Figure 1.6 
Ruth Reeves for Robert McBratney & Co., Inc. 
"Newburgh, from a Delano Garden," Textile from the "Hudson River" Series, 1933–34  
Block-printed Sanforized linen  
Yale University Art Gallery, John P. Axelrod Collection, B.A. 1968, inv. no. 
1995.49.4  
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Figure 1.7 
Rockwell Kent (pattern designer), Gale Turnbull (shape designer), and Jane Foster 
Bennison (shape designer) for Vernon Kilns 
“Our America” Pattern Chop Plate, designed 1939, manufactured 1940–42 
Earthenware with transfer-printed decoration 
Minneapolis Institute of Arts, Gift of Christopher Monkhouse in honor of Colles 
and John Larkin, inv. no. 97.94 
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Figure 1.8 
Oskar Stonorov and Willo von Moltke 
Living Room Case, designed 1940 
“Gray” walnut veneer on yellow poplar–core plywood and walnut 
Yale University Art Gallery, Gift of Jane Ritchie in memory of Andrew C. Ritchie, 
inv. no. 1981.53.8  
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Figure 1.9 
Gilbert Rohde for Herman Miller Furniture Company 
 Vanity (No. 3317), introduced 1933 
 Castano, sequoia burl, harewood, mirror glass and brushed chrome 
 Courtesy Solo Rago, Lambertville, New Jersey 
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Figure 1.10 
Samuel McIntire 
Dressing Box with Looking Glass, 1805–10 
Mahogany with mahogany and satinwood veneers, white pine, gilt gesso, and glass 
Museum of Fine Arts, Boston, The M. and M. Karolik Collection of Eighteenth-
Century American Arts, inv. no. 23.20 
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Chapter 2 
The Itinerant Antiquer:  
Writing about American Taste from the Colonial Revival to Modernism 
 
 
The historical modernism that informed Lurelle Guild’s industrial designs derived from a 
thorough understanding of America’s artistic past. Guild obtained his knowledge first-hand 
through writing about and collecting American antiques and architecture. The articles and 
books he produced and the buildings and objects he acquired rarely evinced the pluralism 
found in his industrial designs but instead served as source material. In order to understand 
Guild’s historical modernism, one must fully understand the depth of his engagement with 
Americana and where his passion originated. Guild’s experiences in publishing followed the 
larger trajectory of his career: his earliest projects focused on the Colonial Revival, but 
beginning in the late 1920s, he began to write about modern interior decoration as well, 
often addressing both historicist and contemporary designs simultaneously. Looking closely 
at this aspect of Guild’s personal and professional life underscores how his genuine 
appreciation of a time long since past resonated not only through his colonial revivalist 
projects but also through his modernist industrial designs.  
Lurelle Guild grew up in New York until he was fourteen and his family moved to 
Connecticut, where he attended high school in Stamford. Around this time, Guild 
supposedly worked alongside Francis X. Bushman and Mary Pickford as a child actor for 
Metro-Famous Pictures, a fact that he repeated throughout his career, although no 
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corroborating evidence has come to light.188 Guild credited his exposure to the cinema as 
sparking an interest in art direction and photography. He attended Syracuse University, 
where he hoped to major in photography, but the school’s photography department was 
suspended during World War I. Instead he pursued a degree in painting. While at Syracuse, 
Guild may have encountered Irene Sargent, Professor of the History of Fine Arts, who 
taught courses in art history, ornamentation, aesthetics, and literature. Sargent was 
instrumental in defining the tone and subject matter of Gustav Stickley’s influential 
periodical, The Craftsman, which helped introduce the tenets of the British Arts and Crafts 
movement to America in the first decade of the twentieth century.189 Although Guild never 
mentioned studying under Sargent, she was a respected presence on campus who 
championed many of the Arts and Crafts ideals that later surfaced in Guild’s work. Through 
his art classes, he became involved with the editorial boards of the Syracuse Daily Orange and 
the satirical newspaper the Orange Peel.190 These experiences introduced him to the inner-
workings of the publishing world, and after he graduated in 1920, he decided to become a 
commercial illustrator. He moved to New York, where he encountered Heyworth Campbell, 
the art director at Condé Nast. Campbell hired Guild to do some illustration work for House 
& Garden, which then led to commissions from other magazines including the Delineator and 
Ladies’ Home Journal. In 1924, he won the Art Directors Club Medal for a series of paintings 
made for the J. Walter Thompson advertising agency.191 He was establishing a reputation for 
himself in the close-knit community of New York publishing and nurturing a growing list of 
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clients, although Ladies’ Home Journal soon emerged as his most steady employer. The 
magazines where Guild began his career, as Cleota Reed has observed, were popular 
disseminators of the Arts and Crafts ideals promoted by The Craftsman, further suggesting the 
influence of Sargent on Guild’s early years.192  
Since the late nineteenth century, the “cult of etiquette” produced a constant supply 
of manuals and magazines that hoped to educate American housewives on points of 
comportment and how to decorate their homes.193 Sarah Leavitt’s recent exploration of 
domestic advice manuals shows how theoretical approaches to shaping interior space 
evolved slowly, even if the specific examples in books tried to keep up with current trends. 
The generation of writers that included Clarence Cook and Catharine Beecher argued against 
unduly formal spaces and embellishments that served no functional purpose. Their stances, 
heavily influenced by design reform, provided a framework that would be followed by 
tastemakers into the twentieth century, although the subsequent generations would adjust 
the narrative to accommodate new technologies and trends, such as the rise of scientific 
analysis in the 1910s.194 Decorating advice, particularly in the form of magazines, was 
directed at women of every class and targeted specific readerships. Jean Gordon and Jan 
McArthur surveyed forty years worth of American shelter magazines to evaluate the tone 
and intended audiences for the leading titles in circulation at the beginning of the twentieth 
century.195 Magazines like Good Housekeeping appealed to women with modest incomes and 
thus focused less on remodeling and more on cooking, fashion, and small-scale domestic 
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projects. On the other end of the financial spectrum, House Beautiful included a greater 
number of stories about new construction and garden design for their landed readership. The 
Ladies’ Home Journal was in between these two poles, although geared more towards the 
frugal housewife. Edward W. Bok, who served as editor of Ladies’ Home Journal from 1889 to 
1920, was particularly concerned with the betterment of middle-class, American life and 
published plans for inexpensive homes and hints for cost-effective decorating. Guild began 
working with Ladies Home Journal after Bok’s retirement, but the magazine’s content still 
adhered to his vision.  
Guild specialized in depictions of fictive interior spaces that demonstrated the salient 
points of the accompanying article. He illustrated articles by a range of authors at the Ladies’ 
Home Journal, but most often those by Ethel Davis Seal. Seal’s forthright, chatty prose 
correlated with Guild’s lush but restrained rendering style. The article “By Candlelight,” 
published in January 1923, advocated the use of candles, noting “there is something magic 
about the tiny candle; we love to watch its gleaming twinkle…and the gigantic shadow 
shapes that are run up on the wall with every bob of its rosy yellow flame.”196 The article 
continued on to suggest various places to use candles but Guild’s illustration focused on 
evoking the magic of candlelight. The scene was shrouded in shadow with only two halos of 
light emanating from candle flames. Glints of reflected light scattered across the image, 
picking up the gilded edge of a frame, the facets of prisms suspended from the candle 
sockets, and the metallic surface of the candlesticks themselves. The scene is all atmosphere, 
but provided just enough discernible details to suggest the proper placement of early 
nineteenth-century lighting equipment flanking a mirror on a mantle.  
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For “Friendly Backgrounds,” published in April 1923, Guild provided an image of an 
upholstered chair pulled up to a fireplace flanked by bookshelves. The walls were plain and a 
ship model on the mantle acted as the image’s focal point. The scene was glimpsed through 
a doorway, which affirmed the reader’s position as an outsider but simultaneously lured her 
with an inviting destination. Guild frequently used this voyeuristic composition, positioning 
the viewer in hallways, beyond arches, or peering through open windows.197 The image of 
the espied living room accompanied Seal’s text that warned against “a room with the 
unseeing eyes of glaring wall-paper figures staring at you from all sides…with stuffy curtains 
shutting out the sun…with yawningly empty vases.”198 Seal commanded readers to “tear off 
that figured wall paper and do the walls simply” to make them the proper background for 
furniture, flowers, and books. Seal’s advice was indebted to late nineteenth-century design 
reform, particularly the writings of Catharine Beecher, Clarence Cook, Laura Holloway 
Langford, and Harriet Spofford, which still had considerable influence in the 1920s. Modern 
Priscilla Home Furnishing Book, a compendium of household hints drawn from Modern Priscilla 
Magazine and published in 1925, echoed Seal’s advice and more pointedly invoked design 
reform. Rooms should be practical and light, Modern Priscilla instructed: “Dyspepsia and 
other ills flourished in the depressing darkened rooms of the Gothic revival. Modern days 
have taught us the value, mental and physical, of plenty of air and sunlight in reality and 
simulation.”199 These articles, and the myriad of other examples by Seal, Guild, and their 
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colleagues, were as equally about sales as were the advertisements on the magazines’ adjacent 
pages. Instead of selling an individual product, though, they were selling the idea of a way of 
life. Therefore the authors and illustrators had to be as deft as any advertising agency’s copy 
writer in creating images and narratives that would entice the reader, and do so with a sense 
of authority.200  
Guild began writing his own articles around 1924 and his viewpoint and prose style 
followed the dominant trends of the day. In the August 1924 issue of St. Nicholas, a magazine 
geared towards parents and young readers, Guild published two bedroom schemes: one for a 
boy and one for a girl (fig. 2.1). As Sarah Leavitt has noted, the idea of creating different 
environments for boys and girls originated in the early twentieth century with the belief that 
a child’s early environment would shape his or her intellectual and moral development.201 
The two programs for colors, textures, and motifs that Guild presented were in line with the 
current thought on what would best suit the innate differences between the sexes. For the 
boy’s room, he suggested sawing off the “ugly gimcracks and curlicues” from the wooden 
bed frame, painting it gray, and using a dark blue denim bedspread. He also described 
making desk lamps from “two crocks that Mother used for pickles” and making shades from 
“heavy, rough wrapping-paper, soaked in crude oil and pinned together by brass paper-
shanks.”202 The colors and textures of the bedstead, textiles, lamps, and shade were earthy, a 
bit rough, and sturdy, attributes seen as appropriate for a young man. The room was finished 
with a hanging map, wagon wheel light fixture, and a bookcase to hold books and trophies, 
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signals of the supposedly masculine pastimes of sports, geography, and cartography. For the 
girl’s room, Guild recommended painting an old washstand with “jade-green enamel” and 
adding “a wide ruffle of harmonizing cretonne” to create a dressing table, covering the bed 
frame with cretonne that matched the unbleached muslin spread, installing gauze curtains, 
and renewing an old sewing stand with a fresh coat of paint.203 The layers of fabric in 
coordinating colors were enveloping and nurturing, while the furniture instilled 
stereotypically feminine pastimes; the boy’s desk and bookcase were replaced by a dressing 
table and sewing stand that introduced ideas of personal presentation and domestic labor. 
The gendered ideas coded into Guild’s rooms were in wide circulation. The Better Homes 
Manual, published in 1931, stipulated that a boy’s room should contain “no frills, light 
fabrics, or woodwork for boys to soil and mar.” Ideal fabrics were “denims, reps and heavy 
sunfasts,” and except for a bookcase to hold “books, trophies…few or no decorative 
accessories are necessary, as boys create their own.” For girls, the room should be “dainty, 
and bright” with a “sewing basket or stand.” “Sateen, taffeta, muslin, seersucker, dotted 
swiss, and cretonnes” were ideal fabrics for upholstery and window treatments.204 Domestic 
advice author Emily Burbank, writing in 1922, concurred that girls delighted in “gingham, 
linen, or taffeta” in floral colors.205 
For the St. Nicholas rooms, Guild’s also emphasized repurposing outdated 
furniture—a washstand became a dressing table—and constructing new pieces from 
common household objects—pickle jars became lamps. This idea has a lineage dating back 
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to late-nineteenth century texts, where authors like Clarence Cook advised that antiques were 
of lasting quality and easily-acquired, but had more immediate precedence in World War I-
era treatises.206 As T. J. Jackson Lears has explored, during the war advertisers, corporations, 
and the government established informal networks that aligned certain products with 
patriotism and blended commerce with capitalism.207 Similar concerns influenced the 
domestic advice manuals. The wartime manuals advocated frugality and directed 
homemakers on how to minimize expenditures and conserve resources that could otherwise 
be used to support the troops.208 The promotion of self-reliance remained a compelling 
aspect of domestic economy books well past the end of the war and appealed to middle-class 
consumers who desired change but could not afford to purchase whole new interiors.  
In 1926, Guild wrote Fascinating Interiors for the industrial textile manufacturer Collins 
& Aikman. The booklet followed the established format for household advice books, 
consisting of an introduction followed by sections on the front hall, living room, dining 
room, and bedroom (additional sections on the nursery and sun porch demonstrated how 
discussions of the home had evolved since the late nineteenth century). Guild began with a 
discussion of color, and how best to employ it in an interior. As Sarah Leavitt has noted, 
domestic manuals in the 1910s and 1920s taught that the appropriate use of color 
differentiated modern, livable homes from outdated, Victorian homes. Modern Priscilla Home 
Furnishing Book suggested that color schemes were “a great deal like music,” where the 
prevailing colors needed to be relieved by secondary colors in order to form harmony.209 A 
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color scheme, the book continued, should be built by selecting a dominant hue and adding 
an accent in a complementary color. In Fascinating Interiors, Guild followed this same basic 
approach but presented it in visual terms (fig. 2.2). He depicted two identical rooms 
illustrating the “suitability and wrong use of color.” He described what details made one 
interior appear harmonious and what combinations made the other appear discordant. He 
overlaid the pictures with color wheels, so the reader could understand for herself how to 
identify primary, secondary, and tertiary colors. 
In the introduction to Fascinating Interiors, Guild noted: “It is well to keep one period 
style predominant in a room, although I have seen many successful homes where a variety of 
styles were combined with splendid effect.”210 Despite this admission, the furniture and 
accessories illustrated in the booklet were uniformly colonial in style and he suggested 
acquiring pieces that fit into this aesthetic, like “reproductions of Colonial lanterns [that] 
make splendid center lights” or wrought iron furniture in the “popular Spanish or Italian 
style.”211 Guild was not alone in emphasizing the appropriateness of period styles. Modern 
Priscilla Home Furnishing Book wondered “how many people, when buying ‘period’ furniture, 
realize that they are securing for their homes the handicraft of some of the greatest artists 
and artisans of a dozen nations?” After denigrating the “jig-saw vagaries” of Eastlake 
furniture and the “convolutions” of art nouveau, Modern Priscilla advocated that homeowners 
decorate in styles evocative of the rectitude of Oliver Cromwell or the elegance of 
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“Sheraton, Hepplewhite, Thomas Chippendale and the Brothers Adam.”212 In other words, 
the Colonial Revival.  
As Bridget May has documented, during the first decades of the twentieth century, 
the Colonial Revival home came to embody progressive-era ideals for the American middle 
class, the same audience that consumed domestic advice manuals, magazines like Modern 
Priscilla and Ladies’ Home Journal, and Guild’s illustrations.213 These structures, dubbed 
Modern Colonials in the period, featured floor plans that accommodated contemporary 
living patterns overlaid with historical details that evoked respectability and lineage. 
Advocates of Modern Colonials suggested simple interiors befitting true colonial homes, the 
type of interiors depicted by Guild in Fascinating Interiors and in articles like “A Two-Story 
Dutch Colonial House” and “The All-Important Accessories,” both published in Ladies’ 
Home Journal in 1923.214 For readers who aspired to live in the types of homes and rooms 
depicted in these publications, the message was clear: acquiring good taste was possible and 
good taste was colonial.  
As the 1920s progressed, American antiques assumed an increasingly central role in 
Guild’s work and in American popular culture. “The quest for American antiques is more 
than a temporary craze,” asserted Harold Eberlein and Abbot McClure in the forward to 
their revised Practical Book of American Antiques. “It is the awakening of a permanent interest 
in the beautiful and the curious household arts of our own forebears; things which, 
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therefore, have for us an intimate charm that no foreign products, however lovely, can ever 
quite replace.”215 The use of the phrases “our own forebears” and “have for us” signaled that 
Eberlein and McClure were writing for an audience of like-minded individuals who shared a 
nationalistic pride over the material. Social reformers also drew upon similar rhetoric; 
institutions like the City History Club in New York, as William B. Rhoads has shown, sought 
to instill immigrant children with patriotic pride in an effort to quicken acculturation.216 The 
City History Club taught local and national history using books and prints, not antiques, but 
other ventures linked patriotism to the domestic sphere. Mabel Hyde Kittredge outfitted a 
mobile trailer to look like a home, which she could wheel into tenement areas and instruct 
immigrant women about American standards of cleanliness and decoration.217 In 1929 Pearl 
Ellis published Americanization through Homemaking, which documented the curriculum created 
by the Los Angeles Bureau of Education that taught their mostly-Hispanic students about 
American culture, including special classes just for girls that focused on crafts and interior 
decorating.218 The Practical Book of American Antiques was probably too specialized a text to 
have been used by such groups as the City History Club or the Los Angeles Bureau of 
Education but its tone reflected the concurrent trend of Americanization. “The general 
reader,” they continued, “will find the record of early American achievement in the 
decorative arts so intimately interwoven, from the outset, with the story of the nation’s social 
and economic growth that it may not be disregarded if any value be attached to an intelligent 
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and comprehensive knowledge of American history.”219 Thus, by extension, not only did the 
decoration of one’s home signal one’s place within the nation’s social order, but also it 
evinced one’s patriotic knowledge. 
Aesthetic nationalism found its most public manifestation in the opening of the 
American Wing of the Metropolitan Museum of Art in November 1924. Established 
through a gift of furniture, decorative arts, and architectural elements from Mr. and Mrs. 
Robert W. de Forest, the American wing consisted of a series of period rooms from across 
the colonies. This was not the first use of period rooms by a museum, but as the curators 
and press emphasized, this type of presentation brought the public into close contact with 
the founders of the nation.220 A room from the Powel House in Philadelphia and the City 
Tavern Ballroom from Alexandria, Virginia, for example, were both associated with George 
Washington in the press and the museum’s labels. At the opening ceremony, R. T. H. 
Halsey, Chairman of the American Wing, boasted “on its top floor you will find a gallery, the 
timbering of which is as sturdy as the courage of the men who formed this country.”221 
Russell Lynes credited the opening of the American Wing with sparking the nation’s 
“antiques craze,” although the above-mentioned articles in the Ladies’ Home Journal were 
published in 1923 and early 1924 and suggest that the vogue was already well-established by 
the time the American Wing opened in late 1924.222 The American Wing did, however, 
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become the most visible emblem of the nation’s interest in its colonial past and inspired 
numerous authors and retailers. R. H. Macy invoked the American Wing to sell hooked rugs: 
“This choice collection is especially interesting now, for the opening of the new American 
wing in the Metropolitan Museum has given impetus to an appreciation of Colonial 
furnishings.”223  Writing about the American Wing in the Ladies’ Home Journal, Ethel Davis 
Seal observed that “at no time in our history or in the history of furniture could this 
complete collection of Americana have appeared so definitely in answer to a popular public 
taste ready and eager to assimilate it.”224 
Seal returned to the American Wing for inspiration four more times over the next 
two years in a series of collaborations with Guild. Each article described the attributes of 
particular rooms, what made them especially attractive to contemporary viewers, and how 
the reader could replicate aspects of the room in her own home. “As you stand in the 
gracious Philadelphia Room on the second floor of the American Wing of the New York 
Metropolitan Museum of Art,” Seal wrote in November 1925, “your first keen thrill of 
delight at its beauties causes an instinctive sigh of regret that you cannot posses it.”225 She 
then described the room’s appearance and its descent in the Powell family before listing the 
price of reproductions that allowed readers to emulate the room. Guild provided four 
illustrations: two that depicted the Philadelphia Room and two that depicted a fictitious yet 
obtainable simulacrum (fig. 2.3). The caption noted that the drawings were “actual 
reproductions” of the Philadelphia Room, which both gave the illustrations veracity and 
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suggested that Guild spent a sustained period of time studying the spaces and their contents. 
Guild’s careful observation of the museum’s installation was evident in “Fresh Inspirations 
from the American Wing: A Modern Dining Room Suggested by the First Floor Alcove,” 
which included a drawn detail of the room’s wallpaper.226 In addition to period-appropriate 
textiles and furniture, Guild’s interpretations included roaring fires in the hearths, trays 
loaded with pots and food for tea, or books casually piled next to chairs, the type of cozy 
details that were not appropriate within museum settings yet humanized the imagined spaces 
and made them all the more desirous to readers. A review of the American Wing observed 
that: “What Europe can do we can do, and do better, was the unspoken boast of the 
furniture of Savery and Phyfe and of the silver of Paul Revere.”227 Seal and Guild 
transformed this patriotic exhortation into one of domestic taste: what the American Wing 
can do you can do, and do economically. 
Guild apparently took his own advice to decorate with American antiques. He had 
begun acquiring antiques by 1925, when he first used the sobriquet the “Itinerant Antiquer” 
in an article for the American version of the tweedy magazine Country Life. It was a first-
person narrative, purporting to document Guild’s experience “to lure from hiding enough 
antiques to furnish my living room.”228 In a chatty tone, he recounted his journey from New 
York into Connecticut and then north to Massachusetts and Vermont, across to Maine, 
down to Boston, and then home again. Accompanied by his dog Rusty Highboy, “a true 
antique hound,” Guild chronicled each dealer and inn he visited, creating vivid portraits of 
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the character types he encountered, as well as describing the treasures he found and what 
they cost. He wove into his anecdotes advice for how to identify a promising shop, how to 
bargain, and suggestions for what to do with one’s purchases, such as: “I found a large bottle 
of a peculiar shade of green which I thought would make an excellent lamp-base.”229 More 
than just dispensing knowledge, the article created a sense of excitement surrounding the 
hunt for antiques. “A screech, the sharp clatter of a horn, and almost immediately a Ford 
swung in front of me, crowding me to stop in the ditch. A man got out, dressed in a long 
black raincoat and black hat pulled down well over his eyes, and started toward my 
car…covering us with a revolver,” Guild breathlessly wrote. “It took me the next fifteen 
minutes to discover what it was all about. I had been taken for a border rum runner.” 
Whether or not there was any truth to the story, it made for compelling reading and 
presented Guild not as an aesthete, but as an adventurer. Illustrations punctuated the article, 
including a self-portrait of Guild as the Itinerant Antiquer—a slightly disheveled, lanky 
young man trying to haul a tall-case clock towards his automobile already crowded with new-
found antiques and Rusty Highboy (fig. 2.4). 
The following year, Country Life published a continuation of the Itinerant Antiquer. 
This time, Guild ventured through Pennsylvania, “spurred on by the coming popularity of 
the fine old walnut and mahogany” of Philadelphia furniture that was rapidly becoming the 
most valuable American antiques.230 In this episode, Guild emphasized the hapless side of 
the Itinerant Antiquer. He spent the first half of the narrative trying to unload a closet that 
he immediately regretted purchasing. Tales of foiled purchases or mistakes are perennially 
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popular, and Guild’s story endeared him to readers who empathized with his buyer’s 
remorse and chuckled at his attempts to rectify the situation. A map of his route contained a 
legend that underscored the comedic tone: “This being a pictorial delineation of the aimless 
wanderings of the Itinerant Antiquer with his trusty antique hound Rusty Highboy. Depicted 
as accurately as circumstances will permit in the hottest part of the summer of 1926.”231 The 
terms and phrases that Guild used elsewhere in the text belied his knowledge of Americana, 
but the lighthearted tone presented him less as an authority and more as a friend. Guild was 
cultivating a studied identity that was informed but also appealingly loquacious.  
In addition to the Itinerant Antiquer and Rusty Highboy, the automobile was the 
third main character in these narratives. It had its own personality, honking and clanking like 
“a steam calliope lost from some circus.” It also facilitated the action, conveying Guild and 
his finds across the northeast. Guild’s reliance upon the automobile as a tool for his 
collecting mirrored the broader American embrace of the automobile in the first decades of 
the twentieth century. There were about 17.5 million cars and trucks registered in the United 
States by 1924, which helped bridge the divide between city and country.232 Rural inhabitants 
could more easily shop in town centers and, conversely, city dwellers increasingly filled their 
leisure time with drives in the countryside. Guild was one of these people. Not only did the 
Itinerant Antiquer series record his driving adventures, but also when he married Ann Eden 
in 1929, the couple took “a motor trip” for their honeymoon.233 Despite the automobile’s 
reliance on new technologies, William B. Rhoads has noted the extent to which American 
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driving culture became intertwined with the Colonial Revival. Historic inns (or new inns 
sheathed in Colonial Revival details) became destinations, highway markers described points 
of interest tied to America’s past, and automobiles allowed Americans—like Guild—to hunt 
for antiques in rustic shops and country auctions.234 The antiquarian entrepreneur Wallace 
Nutting even relied upon the popularity of driving for his short-lived “Chain of Colonial 
Picture Homes” that could be experienced during a day-long excursion from Boston.235 
Thus, the Itinerant Antiquer was not only a guide for how to identify and where to find 
antiques but also was part of a larger trend of Americans using the automobile to connect 
with the nation’s past. 
Between November 1930 and April 1931, the Itinerant Antiquer returned as a 
regular column in Country Life called “Antiquer’s Almanack.” The first two installments had 
three sections: The Itinerant Antiquer, which recounted anecdotes from the field, written in 
a folksy tone; Enquiries, which responded to submitted letters; and Shop Talk, which 
reviewed antiques dealers. The later installments of “Antiquer’s Almanack” only included the 
Enquiries and Shop Talk sections. This series helped affirm Guild’s role as an expert in the 
field of Americana. It presented him as the type of connoisseur that could identify, for 
example, a reproduction turned great chair through a photograph.236 It also presented him as 
a knowledgeable resource that gladly dispensed advice on where to purchase the best chess 
sets or how to place absentee bids at auction.237  
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The September 1926 “Antiques Number” of Country Life, included one of the 
“Itinerant Antiquer” articles as well as a cover illustration by Guild (fig. 2.5). The cover 
depicted a crowded assemblage of objects, evoking the disarray of an antiques store or the 
corner of an avid collector’s home. Included was a glass bottle, a ship model under a glass 
dome, a blue transferware teapot, a brass and glass lamp, a framed sampler, a porcelain 
figurine of a man and dog, a miniature silhouette, a Chinese export bowl, a gilt-bronze 
candlestick with suspended prisms, a small wooden box, a pewter oil lamp, a blue 
transferware plate, a metal or lusterware jug, an hourglass, and a glass sugar bowl, all resting 
on a polished wood surface within an undefined space. The style of most of the objects 
suggested they were from the nineteenth century and were American-made, or made for the 
American market. While the image included porcelain and gilt bronze, none of the depicted 
objects were particularly rare or unusual, which underscored the idea that the reader could 
easily stumble across a similar scene themselves.  
The original artwork for the cover survives in a private collection and reveals Guild’s 
painting style (fig. 2.6). The painting is gouache and pencil on paperboard. The pigment is 
applied with even, deliberate strokes, resulting in a flat surface. In places, the under drawing 
is visible through the paint and shows that Guild plotted out the whole composition first. 
Although this image was created as an illustration to be mechanically replicated, it followed 
still life painting traditions in its demonstration of verisimilitude by depicting a wide range of 
materials and surface textures. The specificity of the rendering—particularly in details like 
the bands of decoration on the ceramic teapot—suggest that Guild painted from life, and 
probably from objects in his own collection. This, of course, was a time-honored practice; 
the painter Edward Lamson Henry populated his canvases with costumes and details from 
92 
 
his collection of American antiques.238 Both Guild and Henry were antiquarians and one can 
almost sense the dust of history in Guild’s cluttered composition. The nostalgia of Guild’s 
image differed from how modernist artists used similar objects. In 1941, House & Garden 
used Charles Sheeler’s 1934 painting American Interior as its cover. Sheeler created American 
Interior as an autonomous art object, yet its appropriation for a mechanically-reproduced 
magazine cover has allowed scholars like Kristina Wilson to discuss its studied and 
controlled composition of flat planes and overlapping shapes in relation to commercial 
illustration.239 Sheeler depicted objects from his collection of Shaker furniture and textiles, 
but the ultimate aim of the image was not to celebrate the objects as historical relics but to 
explore issues of pattern and space. In contrast, Guild’s image is about accumulation. The 
composition is less complex—the elements form an approximate circle—but more visually 
confusing, with every object partially-obscured by another object, emphasizing the 
experience of visual discovery central to the act of antiquing. This comparison also 
underscores the extent to which Guild, at this early stage in his career, still adhered to 
traditional representations of space and had yet to adopt concepts of reduction and 
abstraction prevalent in modernist art. 
Guild selected this image—given the title Treasure Trove—as the frontispiece to The 
Geography of American Antiques, an introduction to colonial American decorative arts presented 
in narrative form and illustrated with line drawings by Guild. This book, which was 
published in 1927 by Doubleday, Doran and Company, brought together his persona of the 
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Itinerant Antiquer and the use of his collection as subject matter. By the mid-1920s a 
number of influential, focused studies of American decorative arts had been published by 
the field’s first generation of scholars, including Luke Vincent Lockwood, Wallace Nutting, 
John Barrett Kerfoot, and Esther Singleton. The information in Guild’s Geography was based 
upon these earlier sources, which he dissected and reorganized into a wide-ranging survey. 
Guild’s book presented little original research, but through the act of collating, 
reinterpreting, and illustrating the material, it presented him as an expert on the subject of 
Americana. The inclusion of references to and illustrations of pieces he owned also 
positioned him as a notable scholar-collector, presumably inviting a tacit comparison to 
figures like Lockwood and Nutting.  
Guild used the concept of geography to give his book a novel structure. He tried out 
this idea in his first two Itinerant Antiquer articles, which focused on New England and then 
Pennsylvania. The idea of organizing American decorative arts geographically was not new—
concepts of regional difference in aesthetics and construction were already well understood 
by this time—but Guild added two innovations: each of the book’s thirteen chapters was 
named after one of the British colonies, and each colony was then associated with a genre of 
Americana. This schematic approach sorted the material into easily-managed, discrete 
sections, although some of the associations felt more contrived than others. Pairing 
Massachusetts with “Pilgrim Furniture” and New York with “Duncan Phyfe and Late 
Empire” were logical as the Pilgrims established the Plymouth Bay Colony in Massachusetts 
and the cabinetmaker Duncan Phyfe worked in New York City. Linking “Clocks and 
Clockmakers” with Connecticut also made sense as many of the nineteenth century 
innovations in clock making took place in Connecticut. Other pairings were seemingly 
94 
 
arbitrary: Maryland was assigned “Chippendale, Sheraton, and Hepplewhite” although 
furniture inspired by these cabinetmakers’ design books was created in all the colonies. The 
association of North Carolina with “Hooked Rugs, Coverlets, and Textiles” was so contrived 
it needed to be explained with a note: “In the mountain sections of North Carolina to-day 
are many small mountain industries where one may purchase hooked rugs and coverlets 
made in the homes of mountain women in the same patterns and by the same methods as 
their forebears used generations before them….In recognition of this fact, I have given their 
state this chapter on the textile industry of early times.”240 While the associational conceit 
was sometimes tenuous, it was an important conceit to maintain as using the thirteen 
colonies as organizing principles underscored the patriotism of the material: not only were 
the objects in the book used by the early settlers (presumably the ancestors of Guild’s 
intended audience), but also they were tied to the political struggle that created the nation. 
The Geography of American Antiques is a pastiche. It incorporates ideas and illustrations 
culled from books by Luke Vincent Lockwood, Esther Singleton, Wallace Nutting, Walter 
Dyer, John Spargo, and other leading scholars of the day who wrote on various aspects of 
American decorative arts. There is no archival evidence that Guild personally corresponded 
or interacted with these figures, but he acknowledged his intellectual debt to them by listing 
their works in a book list following the glossary. Guild drew heavily from these sources 
when drafting his own narrative, sometimes bordering on plagiarism. For example, he began 
his discussion of samplers: “The earliest known mention of samplers is in 1502 in 
England.”241 Ethel Stanwood Bolton and Eva Johnston Coe’s early and authoritative book 
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American Samplers contained the phrase: “The earliest mention of a sampler so far found is in 
1502.”242 Guild clearly read Bolton and Coe’s work as he listed it in his book list and he 
transformed Plate I from American Samplers—a example by Anne Gower from around 
1610—into a line drawing for the Geography. Bolton and Coe’s discussion of the Gower 
sampler concluded with “only two other American seventeenth century samplers have been 
reported, and both, perhaps, can be questioned.”243 Guild’s discussion of early samplers 
included: “Only two of the authentic examples of these Seventeenth Century samplers 
exist.” Guild’s changes to the source texts sometimes altered the meanings, but still hewed 
close enough to the original to make his work just as much a compendium of the leading 
sources as it was an original creation. 
Just as Guild recycled the frontispiece from his Country Life cover, many of the 
drawings in The Geography of American Antiques were also appropriated from earlier 
publications. For example, Guild illustrated a court cupboard owned by Yale University.244 
Although Guild lived near enough to New Haven to visit the university’s Gallery of Fine 
Art, the court cupboard was then located in the president’s office and it is doubtful Guild 
saw it there. 245 More likely he copied the picture from Wallace Nutting’s Furniture of the 
Pilgrim Century as the photograph in Nutting shows the cupboard at the exact same angle and 
with the same shadows as Guild’s line drawing.246 Similarly, the majority of illustrations in 
Guild’s chapter on lighting came from Arthur H. Hayward’s Colonial Lighting. A full-page 
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image in the Geography, for example, shows candle molds, snuffers, and a candle box (fig. 
2.7). The various elements were copied from different photographs in Hayward’s book and 
brought together in an artistic arrangement.247  
The authors of Guild’s source material illustrated their works with photographs 
supplied by museums, dealers, and collectors. The use of photography underscored the 
authors’s scholarly rigor as photographs supposedly created factually exact images. Guild’s 
approach presented an alternative: he translated each photographic image into a line drawing 
that, through its hand-wrought nature, interpreted the appearance of the object and implied 
a direct relationship between the subject and the delineator. The drawings suggested that 
Guild saw each piece in person, a notion that was furthered by the occasional inclusion of 
pieces from his personal collection. In the section on court cupboards, for example, he 
noted: “One cupboard of this type illustrated was obtained by the author from an old 
farmhouse in southern Virginia.”248 The passage then described related pieces owned by the 
Metropolitan Museum of Art and the Brooklyn Museum, explicitly linking his collection with 
the holdings of those well-regarded institutions. 
Guild not only inserted his collection but also his family history into the text. His 
discussion of the clockmaker William Claggett included the aside: “The author has in his 
collection an early clock of this maker; that has been in his family since the first part of the 
Eighteenth Century and is still in running order.”249 Ostensibly the sentence was about the 
clock, but the real subject was the age—and presumptive sustained prosperity—of his 
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family. Guild invoked his lineage again while discussing colonial ceramics. “That Holland 
was interested in establishing a pottery in New Amsterdam at an early date was shown by the 
fact that the Dutch East India Trading Company sent to New Amsterdam in 1654 Jan Van 
Arsdale, from whom the author is descended, to ascertain whether it was practicable to 
establish a pottery in the new country.”250 Guild’s main source for his section on ceramics, 
Early American Pottery and Glass by John Spargo, observed that the identity of the first potter 
in the Dutch settlement is unknown, but “in the list of burghers of the ‘City of Amsterdam, 
New Netherland,’ April 18, 1657, occurs the name of Dirck Claesen, ‘Pot-Baker.’”251 Guild 
must have relished being able to correct Spargo’s account with an example drawn from his 
own genealogy, although it was in fact Jan Van Arsdale’s son, Simon, who was the potter 
that arrived in New Amsterdam in 1653, not 1654.252 This detail not only affirmed Guild’s 
colonial heritage, but also tied him by blood to one of the American craft traditions that he 
collected and studied. As Elizabeth Stillinger has noted, a number of the earliest American 
antiquarians were motivated by their familial connections to the past.253 Although Guild was 
active a half-century later than the group Stillinger referenced, he too was inspired by his 
personal connection to American history.  
The Geography of American Antiques was published in time for Christmas 1927. Its 
appearance transformed Guild from a mere illustrator of period interiors into a presumed 
expert on American decorative arts. A number of the authors whose work he drew upon 
were still alive, like Wallace Nutting and Luke Vincent Lockwood, but there is no indication 
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that they knew of the book and there were no critical reviews of the work. But it was read by 
the general public and began to be cited in articles alongside the scholars that inspired him.254 
Guild embraced the identity of the scholar-collector and regularly gave his book as a gift, 
particularly to colleagues and prospective employers that he wished to impress with his 
varied talents.255  
Ironically, the publication of The Geography of American Antiques and Guild’s resultant 
coming of age as a popular antiquarian roughly coincided with the emergence of modernism 
in America. When Guild began his career in the early 1920s, the Colonial Revival was still a 
dominant force in architecture and interior decoration. Over the course of the decade, 
Americans became increasingly interested in the modernist design movements active in 
Europe. Following the Exposition des Arts Décoratifs et Industriels Moderne held in Paris 
in 1925, American department stores and museums began staging exhibitions of modernist 
decorative arts, which in turn led to the new style appearing in periodicals. Even authors and 
illustrators that specialized in historical material, like Guild, eventually introduced the new 
aesthetic into their work. 
One of Guild’s earliest forays into modernism was a brochure for Servel, 
manufacturers of electric refrigerators. Modern Refrigeration in the Modern Color Setting, “written 
and illustrated by Lurelle Van Arsdale Guild, nationally known artist and authority on 
interior decoration,” appeared in 1928. It was a guide to decorating one’s kitchen in the latest 
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style, with the explicit subtext of promoting the inherent modernity of Servel products.256 
Color was the guiding principle of the booklet, and as Sarah Leavitt has observed, “color was 
a new commodity for the 1920s.”257 Innovations in paint formulas created lacquers that came 
in a wide array of hues and were resistant to chipping, water, and heat. Tastemakers 
embraced the novelty of colored appliances and fixtures as simple ways to update one’s 
interior. “I would like very much indeed,” proclaimed Emily Post in her 1930 book The 
Personality of a House, “to rip all the white [fixtures] out and burst into color throughout.”258 
Guild married this vogue for color with progressive ideals for kitchen arranging, borrowing 
from Christine Frederick’s efficiency studies that melded Taylorism and home economics to 
suggest floor plans for how best to install Servel’s products in one’s home.259 In addition to 
exploring modern ideas in coloration and space planning, Guild conveyed the modernity of 
Servel’s refrigerators through the graphic design of the booklet. The cover included the title, 
printed in a sans-serif font, contained within an elongated hexagon, the edges of which 
extended out to create a frame of irregularly-shaped zones. Each zone contained a 
fragmentary domestic scene depicted at an oblique angle and filled with disorienting 
patterns. The emphatic diagonal lines and dense patterning were a departure from Guild’s 
earlier illustrations and evoked contemporary French graphics and textiles derived from 
Cubist art. This visual reference formed an inferred relationship between the booklet and the 
type of European, avant-garde designs consumers were exposed to through periodicals and 
department store exhibitions. 
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 In 1929, Guild contributed “Through the Modern Looking Glass” to American 
Home, which included renderings of three modernist mirrors loosely based on Parisian 
examples.260 A few years later Guild delineated a series of chic and affordable accent pieces 
in the latest style copied from designs retailed by Russel Wright, Mittendorfer Straus, and 
Chase Brass & Copper.261 Guild demonstrated the inescapability of modernism in a series of 
fourteen articles he wrote for American Home that surveyed the history of furniture. Each 
installment described and illustrated the salient characteristics of a different style, ranging 
from Jacobean to Mediterranean. Three of the articles focused on American furniture. The 
final installment explored “The Modernistic Style” and illustrated furniture by Gilbert 
Rohde, Lord & Taylor, and Modernage, affirming modernism’s place within the span of 
historical decoration.262 Art Education Inc., a printer of supplies for home economics and art 
teachers, compiled Guild’s articles into a booklet: The American Home Course in Period Furniture. 
In a telling detail, Art Education Inc. omitted the section on the modernistic style. The final 
page of the booklet listed the company’s other products, including prints of colonial 
architecture and booklets on historic costume.263 Apparently the publishers knew that the 
tastes of their audience did not encompass modern design and thus deleted it from Guild’s 
narrative. 
The American Home Course in Period Furniture was part of a larger trend in the 1920s for 
didactic surveys of historical styles that appeared in domestic manuals and shelter magazines. 
Each aimed to instruct the reader how to identify various periods with the goal of making 
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them more informed consumers. Emily Burbank, in her 1922 book Be Your Own Decorator, 
included a section on “Periods in Furniture” that defined specialized terms for ignorant 
readers, such as how to identify a daybed or the difference between Chippendale and 
Hepplewhite. Burbank’s book was written in the tradition of late-nineteenth century British 
design reform and her narrative explicitly denigrated overtly ornamental styles in order to 
prepare “the reader for the present renaissance or re-birth of Beautiful Simplicity which to-day 
has its foundation in comfort, and appropriateness for needs.”264 Beginning in September 
1924, Good Housekeeping ran a six-part “History of Furniture” written by Meyric R. Rogers, 
former assistant curator at the Metropolitan Museum of Art. Each month Rogers focused on 
a different period, for which he listed the historical background, the primary materials used 
for furniture, and the characteristics of form and construction, accompanied by small 
illustrations. His approach was purely chronological and blended American, British, and 
European pieces together.265 Guild’s American Home Course in Period Furniture followed a 
format similar to Rogers’ series, although Guild more than doubled the number of sections 
and included more illustrations. These historical surveys were extensions of the World War 
I-era quest for establishing domestic self-sufficiency among the middle class; informed 
consumers would be better able to identify the type of furniture they desired and, armed 
with basic knowledge, would not require the assistance or expense of a decorator.  
In 1936, Guild produced a book for the Scranton Lace Company that successfully 
blended references to historical and modernist design. The title, Designed for Living: The Blue 
Book of Interior Decoration, drew upon the title of Noel Coward’s 1932 play Design for Living that 
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had a highly publicized run in New York in 1933. The title also invoked the Design for Living 
House that Gilbert Rohde and John C. B. Moore created for the 1933–34 Century of 
Progress International Exposition in Chicago. The reference to the exposition pavilion was 
certainly intentional, as the furniture Rohde created for the house received a notable amount 
of press and the name would have signaled something current and modern in the minds of 
readers. Guild compounded the tacit link to Rohde in his rendering of a modern living room 
that featured an expansive corner window, low upholstered furniture, a desk with semi-
circular door pulls, and a round clock with dots marking the hours (fig. 2.8). The exposition 
building had similarly broad windows and low furniture and the door pulls and round clock 
directly quoted some of Rohde’s designs for Herman Miller unveiled at the Design for Living 
House.266 Guild’s invocation of Rohde accords with Monica Obinski’s interpretation of the 
building as a structure that was fundamentally conservative in its spatial arrangements even if 
the materials and contents were emblematic of modernism.267 Similarly, Guild’s book 
presented decorating advice that was suited to both historical and modern styles. 
Designed for Living purported to address all facets of interior design, but as it was 
produced by the Scranton Lace Company, particular emphasis was paid to textiles. In the 
modern living room, for example, “plane surfaces are made beautiful by the use of a new 
range of unexpected colors, while the charm of texture and combination of new materials 
has been carried out in novel and diverting ways.” Guild demonstrated his points through 
color renderings. Photographic images of fabric swatches were interspersed throughout the 
text so the reader could better understand the references to items like “curtains of creamy 
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net…framed by heavy over-draperies of blue and white patterned in horizontal bands [and a] 
seat covered with corduroy in a soft rust color.”268 Notably, the one material that rarely 
appeared in the book was lace, and this was intentional. “Lace curtains became a favorite 
symbol of the cluttered working-class home,” Sarah Leavitt has commented. “By the 1930s, 
Americans used the term ‘lace curtains’ as an adjective to describe ‘copying middle-class 
attributes; aspiring to middle-class standing.’”269 When lace curtains became a derogatory 
term, companies like Scranton Lace sought out ways to transcend the stereotypes and appear 
relevant. Designed for Living, with its stark geometric cover and plentiful images of spaces that 
appeared bright and fashionable, signaled Scranton Lace’s embrace of contemporary interior 
design.  
Despite the modern allusions of the title, the decorating suggestions contained 
within Designed for Living were weighted more towards period styles than modernism. In the 
section on dining rooms, Guild described the best color ranges and drapery options from 
different eras, including French provincial, colonial, early American, Empire, and modern. 
He also provided brief descriptions and line drawings of the type of furniture one should use 
in each of these settings. This all-encompassing approach supported his use of the term 
“Blue Book” in the subtitle; the guide could function as an indispensible and authoritative 
resource for those redecorating their homes. The idea of Blue Books had particular cultural 
currency during the 1920s and 1930s, appearing in the titles of publications ranging from 
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Emily Post’s Etiquette: The Blue Book of Social Usage to William Macpherson Hornor’s Blue 
Book, Philadelphia Furniture, published in 1935.270  
Although Designed for Living projected Guild’s aesthetic and his interest in both period 
and modern styles, it was ultimately a corporate promotional tool and its contents reflected 
the products of the underwriting company. “As retail selling gradually took on mass 
proportions,” Roland Marchand observed, “customers found point-of-sale advice less 
available. Customers who had previously relied on the recommendations of the corner 
grocer and the local druggist were thrown back on their own resources.”271 Manufacturers 
responded to this shift in the consumer experience by distributing booklets that offered 
suggestions for how best to use the company’s products. Companies used a range of 
interpretive tactics. The John F. Jelke Company, for example, produced a guide for hosting 
color-scheme parties that cautioned: “This book is written for use with Jelke Good Luck 
Margarine. Results are not guaranteed with any other spread for bread.”272 Although the 
party suggestions could readily be adapted, the booklet was overtly tied to the product that 
appeared in the title. In contrast, the Irish & Scottish Linen Damask Guild produced a 
promotional book in 1926 that obscured its corporate identity behind the celebrity of Emily 
Post, who wrote the foreword.273 We Dine on Linen Damask appropriated Post’s authority as 
an arbiter of taste in order to foster increased sales of fine linens. Most corporate books 
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filled the spectrum between these two extremes. Designed for Living capitalized on Guild’s 
reputation but clearly revealed the involvement of the Scranton Lace Company.  
Addressing the economic realities of the Depression, Guild augmented his advocacy 
of colonial furnishings with the goal of creating attractive settings ideally suited to the 
budgets of the homeowner. Around 1935, Guild produced a primer on affordable 
remodeling for the National Gypsum Company’s line of Gold Bond Gypsum Wallboard. 
The Gold Bond Sketch Book boasted that “remodeling hasn’t always been as easy as it is today” 
and Gold Bond dealers will “give you advice on remodeling that will save you many 
dollars.”274 The promotion of fashionable frugality also appeared in Guild’s articles such as 
“Complete Summer Living Room for Less Than $150” and “When One Room Is Home,” 
both published during 1936 in the Pictorial Review.275 For American Home, he produced a series 
of articles titled “Why pay more?” that taught readers how to identify quality furniture and 
justified why it was worth the extra cost. The first installment succinctly explained how 
cabriole legs were constructed and how to tell if a manufacturer took shortcuts.276 The strain 
that the Depression placed on consumer pocketbooks resulted in numerous similar articles 
and advertisements. Although T. J. Jackson Lears has implied that this trend was the direct 
result of the stock market crash, domestic advisors counseled about the cost of furniture well 
before.277 The 1925 publication Modern Priscilla Home Furnishing Book equated quality with cost 
and urged homemakers to resist the lure of poorly-made bargains.278 Guild drew upon his 
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extensive knowledge of traditional furniture-making to enrich his version of this narrative by 
not simply lecturing the reader but instructing her on how to be a savvier consumer.  
These writings advocated thrift, but not at the expense of quality, which was also the 
theme of Guild’s second booklet for the Scranton Lace Company, The Inexpensive Way to 
Decorate, from 1940. As in Designed for Living, this booklet addressed both period and modern 
styles and gave general advice for furniture placement in addition to recommending 
particular window treatments. The text, however, placed greater emphasis on achieving 
personal style within a budget. “Obviously, you cannot hope to achieve an authentic ‘period’ 
effect without furnishings of the desired style, but there are no such restrictions on charm,” 
Guild advised. “Good taste, with ingenuity, will do far more than many dollars spent 
foolishly.”279 This approach revisited the advice of other leading decorators, such as Elsie de 
Wolfe, who commented almost two decades earlier that “you can take your indiscriminant 
inheritance of Victorian rosewood of Eastlake walnut and cocobolo, your pickle-and-plum 
colored Morris furniture, and make a civilized interior by placing it right, and putting detail at 
the right points.”280 Thus the frugal homemaker could internalize Guild’s suggested floor 
plans, color schemes, and furniture types to create a personalized interior setting in keeping 
with her resources. 
Unlike his earlier books, Guild did not provide the illustrations for The Inexpensive 
Way to Decorate, which were executed by Isabel Vaughn. This division of labor underscored 
Guild’s role as an expert-for-hire, much like this long-standing colleague Emily Post, who 
provided only the narrative text. By the time The Inexpensive Way to Decorate was published, 
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Guild was firmly established as an industrial designer, and some of his lamps for Chase 
Lighting and metalwork for Kensington appeared in the illustrations. This crossover 
highlights a tension in Guild’s oeuvre. While his product designs melded historicism and 
modernism, his writings discussed either traditional or modern interiors, but rarely hybrid 
spaces. This may reflect a bias in the field: Guild was hired to project idealized interiors 
where all elements—regardless of their stylistic references—contributed to a coherent whole. 
Images of hybrid interiors were too close to most readers’ actual domestic spaces and 
probably had limited appeal as something that would incite consumer desire. It is telling, 
however, that throughout Guild’s evolution as an illustrator and author, he was most 
comfortable working in a historicist mode. 
During the first decade of Guild’s professional life, his illustration and writing 
conformed to the prevailing home decorating trends of the day. His work advocated thrift 
and the moral benefits of good taste, presented in the language of the Colonial Revival. This 
approach, as articulated by Bridget May, blended Progressive social ideals with the aesthetics 
of design reform to create interiors intended to modernize and Americanize the middle 
class.281 Guild began by simply illustrating articles that expressed this stance, but then 
adopted it when he began to write his own pieces. As he intellectually matured, Guild 
developed these ideas into a distinct viewpoint that complemented the work of his 
colleagues. He continued to frame his discussions of collecting within the parameters of 
domestic advice, but his willingness to posit his avocation into his writing generated a 
professional persona that was readily identifiable and closely allied with his personal life. 
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Guild was not just the author of the “Itinerant Antiquer” column, but was the Itinerant 
Antiquer himself and wanted his audience to see him as that. In The Presence of the Past, Roy 
Rosenzweig and David Thelen’s sociological study of how Americans relate to history, they 
noted how individual history was often conflated with national history as a means to 
personalize the past.282 Guild’s first-person narratives and his use of examples drawn from 
his collection served a similar purpose. Thus Guild was able to shift from being yet-another 
voice articulating modern interior decoration to having a particular identity within the 
historiography of American decorative arts. He created an ambidextrous identity that aimed 
to engage as equals with both Luke Vincent Lockwood and Emily Post, who otherwise 
represented different spheres of authority on the subject of American taste.  
After Guild made the professional shift to industrial design, he used print media to 
maintain his identity as an expert on Americana and on interior design. These efforts 
frequently seemed aberrant in terms of his newfound career as a figurehead of modern 
manufacturing, but they enabled him to sustain a broad range of clients that produced 
traditional or modern products. His experience illustrating and authoring domestic advice 
gave him an accumulated knowledge of middle-class taste and decorating standards that 
allowed him to create products that appealed to a mass audience. This knowledge, however, 
tended only to flow in one direction: the historical modernism that appeared in his industrial 
designs rarely was manifested in his writings. Still, his writing evinced the depth of his 
intellectual engagement with American antiques, an engagement that found an additional 
outlet in his collecting activities.  
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Figure 2.1 
“The Room That Was Built for a Boy,” St. Nicholas Magazine, August 1924 
Illustration by Lurelle Guild 
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Figure 2.2 
“Wrong Use of Color”  
From Lurelle Guild, Fascinating Interiors, 1926 
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Figure 2.3 
Above left and right, Philadelphia Room, Metropolitan Museum of Art; below left 
and right, Guild’s reinterpretation 
From Ethel Davis Seal, “The Philadelphia Room Inspires a Modern Counterpoint,” 
Ladies’ Home Journal, November 1925 
Illustration by Lurelle Guild 
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Figure 2.4 
Title illustration 
From Lurelle Guild, “Travels of an Itinerant Antiquer,” Country Life, November 1925 
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Figure 2.5 
Country Life, September 1926  
Cover by Lurelle Guild 
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Figure 2.6 
Lurelle Guild 
Treasure Trove, 1926 
Gouache and pencil on paperboard 
Private collection 
Photograph by Tony DiCamillo 
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Figure 2.7 
Lighting equipment  
From Lurelle Guild, The Geography of American Antiques, 1927 
Illustrations by Lurelle Guild 
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Figure 2.8 
Modern Living Room  
From Lurelle Guild, Designed for Living, 1936 
Illustration by Lurelle Guild 
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Chapter 3 
Living with Antiques: 
Milestone Village and Its Collections 
 
 
Lurelle Guild amassed a collection of Americana beginning in the mid 1920s. This collection, 
which included decorative arts, buildings, and architectural fragments, served as a sustained 
source of inspiration for his work and as a defining attribute of his professional identity. His 
collection helped establish him as an authority on American antiques, a persona that was 
integral to his early illustration and writing projects and to his later work as an industrial 
designer. Guild installed his collection in Milestone House, which he erected in Noroton, 
Connecticut, in 1929. He then expanded his property to create Milestone Village, an 
accumulation of historic and recreated structures. Milestone Village was a private space that 
was rarely open to the public, but it served as an incubator for a number of Guild’s designs 
and as a performative space where he could entertain colleagues and clients. Early in his 
career, Guild assumed the identity of the “Itinerant Antiquer,” and even after he stopped 
using that moniker, his role as a collector and connoisseur of early American decorative arts 
continued to shape his public self.  
As Guild later recalled, his work as an illustrator and author led him into the field of 
industrial design.283 The relationship between his early professional experiences and his 
collecting efforts, however, is less linear. During the mid 1920s, he simultaneously began 
building his collection while establishing himself in the publishing world. His interest in 
                                                 
283 Anderson, “Contemporary American Designers,” 82. 
118 
 
Americana undoubtedly informed the type of illustration work he undertook, and in turn, his 
profession put him in direct contact with the authors, antiquarians, and dealers who 
specialized in early American material. 
Guild was in the vanguard of the popular trend for collecting Americana, but his 
efforts were part of a lineage that reached back into the previous century. Elizabeth Stillinger 
has chronicled how a discrete number of antiquarians amassed important collections of 
American decorative arts during the last decades of the nineteenth century.284 Although these 
private troves formed the nuclei of museum and historical society collections, as well as 
became sites of pilgrimage for curious individuals, it took until the 1920s for the interest in 
antiques to reach the average American. In 1924, an article in the Ladies’ Home Journal on 
colonial crewel work cheekily commented “even if you haven’t the collecting craze you will 
want to make some of these.”285 Clearly, the desire to consume and replicate early American 
material had reached the middle- and upper-middle-class women that constituted the 
magazine’s sizable readership. In the same issue, Lawrence Melvin Conant answered the 
question “What is an American Antique?” and outlined the most prevalent woods used, 
introduced the main stylistic terms, and described quintessential forms, like the Windsor 
chair.286 Ethel Davis Seal, one of the magazine’s main contributors of decorating advice, saw 
the fad as made up of multiple strains and sought to refine the terms: “We are so near the 
beginning of this Early American movement that perhaps many people are not quite sure 
just what the term means, and how it differs from the term ‘Colonial.’”287 Seal distinguished 
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the “more perfect and polished” Colonial reproductions from the “crudeness and simplicity” 
of Early American furniture and suggested the appropriate settings for each. Magazines like 
Ladies’ Home Journal were instrumental in disseminating knowledge of and generating a 
broader market for American antiques. 
As discussed in the previous chapter, Guild participated in the dissemination of 
domestic knowledge through his work with popular magazines. He also took his own advice 
to decorate with American antiques. He had begun acquiring antiques by 1925, when he first 
used the sobriquet the “Itinerant Antiquer” in an article for Country Life. It was a first-person 
narrative that documented Guild’s experience “to lure from hiding enough antiques to 
furnish my living room.”288 In 1931, Country Life ran an extensive article on Milestone House, 
Lurelle Guild’s residence in the Noroton section of Darien, Connecticut (fig. 3.1). Milestone 
House was named after a stone mile marker in the front yard but the structure itself had a 
richer history, which the author, Elizabeth Russell, described:  
 
Three years ago, Mr. Guild found an ancient house for sale in the town of 
Stratford, Connecticut. Although it was somewhat out of repair it was 
structurally sound and strong. Local history showed that it had been built 
about 1690. Mr. Guild had previously bought two acres of land in a beautiful 
location in Noroton, Connecticut, and the period, size, and typically 
Connecticut architecture of the Stratford house appealed to him for his 
purpose, so he finally acquired it and prepared to move the old house to its 
new site.289 
 
Guild hired the architect Charles Kramer to oversee the project, and within six weeks the 
house was dismantled. When it was erected again, the main alterations were to the kitchen, 
which became a library, and the addition of a stone ell to house servant’s quarters and a 
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more modern kitchen. In the early 1980s, Guild told a researcher that this structure was the 
“Curtis Homestead” illustrated in Wallace Nutting’s 1923 book Connecticut Beautiful.290 If his 
claim can be trusted (and it is out of character for Guild not to have mentioned such a 
provenance before this late date) then he only moved the center portion of the house. 
Nutting’s photograph clearly shows an addition to the rear and an ell projecting from the 
building’s right side. Guild’s addition to Milestone House projected from the building’s left 
side.  
Elizabeth Russell carefully described each room, paying particular attention to the 
decoration. She noted the Guilds’s “noteworthy collection of old hooked rugs,” a Currier & 
Ives print that was “enough to make any collector of such Early American pictures green 
with envy,” and even a single slipper from “a pair in which Betsy Ross danced at a great ball 
in Boston.”291 The hyperbolic prose created a sense of excitement around the contents of the 
home. Russell underscored the role that both husband and wife played in developing the 
collection, for instance mentioning “Mrs. Guild’s particular hobby of early glass banks.”292 
Russell presented Milestone House as a unified colonial statement, overlooking the temporal 
and sociological leaps between seventeenth century furniture and Currier & Ives prints. She 
also accepted the received history of the house, including the dubious assertion that the long 
room in the back of the structure was once a tavern, now staged as the “Tap Room” with a 
built-in bar, hanging pots, garlands of dried fruit, and a settle pulled up to the fireplace (fig. 
3.2). 
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The article was illustrated with a mix of black and white photographs and color 
paintings much like the ones Guild created to accompany magazine articles. The paintings 
provided chromatically vivid yet edited views of the home. Comparing the photograph and 
the rendering of the Tap Room, for instance, shows the extent to which the paintings 
projected idealizations, with reduced clutter and schematized space (fig. 3.3). Guild’s 
rendering of his parlor depicted a room with blue-painted paneling and filled with antiques 
in a variety of styles: Dutch blue-and-white tiles surrounded the fireplace, an early eighteenth 
century caned chair sat before the window, a Federal banjo clock hung above a Chippendale 
slant-front desk, and an Empire piano occupied the center of the room (fig. 3.4). In addition 
to the furniture, there were hooked rugs on the floor, block-printed wallpaper, etched glass 
lamps, a framed needlework, and a portrait of George Washington. Guild must have felt this 
image—with its assortment of materials and styles—encapsulated his aesthetic as he used it 
as the frontispiece for The Geography of American Antiques when it was reprinted in 1937.  
Milestone House was not just a setting for Guild’s collection but also a romantic 
atmosphere in line with contemporaneous historical reconstructions such as Henry Ford’s 
Wayside Inn in Sudbury, Massachusetts.293 Beauport, the home that Henry David Sleeper 
built in Gloucester, Massachusetts, provides a second, influential model. Sleeper began 
construction of Beauport in 1907, using woodwork purchased from the Cogswell House in 
Essex, Massachusetts, and continued to enlarge and embellish the structure until his death in 
1934. Beauport was a fantasy of accumulation; every room embodied a different theme and 
was outfitted with a range of textiles, wallpapers, furniture, and objects that Sleeper arranged 
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for visual effect. He mixed unusual antiques with junk shop finds, and when he could not 
locate the exact piece of furniture he needed to complete a space, he had one made by a 
local cabinetmaker.294 Although Sleeper was inspired by historic homes like Mount Vernon 
and Westover, and by noted early collectors of Americana such as Ben: Perley Poore, 
Beauport did not attempt to evoke a single period, or even a single geography. Beauport was 
a sequence of spaces—the colonial Cogswell Room, the Asian fantasy China Trade Room, 
the British romantic Strawberry Hill Room, and the Golden Step Room that celebrated the 
New England maritime trade—that were intellectually disjointed but experientially cohesive.  
The dramatic impact of the house and Sleeper’s talent for decorating made Beauport 
a destination for the artistic cognoscenti of the era, including collectors Isabella Stewart 
Gardner and Henry Francis Du Pont and noted decorators Elsie de Wolfe, and Nancy 
McClelland.295 It is unknown if Guild saw Beauport in person, but he certainly knew of the 
house as it was published repeatedly in the 1920s. One article, which appeared in Country 
Life, was written by Guild’s good friend and editor at the magazine Reginald Townsend.296 
Although Sleeper and Guild had different approaches to interior decoration—the totality of 
Guild’s house was relatively consistent it its references while Sleeper created a more 
sophisticated progression of thematic vignettes—there are notable symmetries between 
Milestone House and Beauport. Two of the most similar spaces were Guild’s Tap Room and 
Sleeper’s Pembroke Room (fig. 3.5). Both rooms were ostensibly kitchens, but were 
transformed from areas dedicated to the preparation of food into sites for cozy entertaining 
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that allowed the historical spaces to accommodate more modern social conventions. Sleeper 
installed the Pembroke Room in 1917. A large, brick fireplace outfitted with cast iron 
cooking implements dominated one wall, framed by unpainted pine beams and paneling. 
Sleeper created vignettes of objects that transformed the space into a narrative that 
interwove nostalgia and heritage. A rich, warm color palette and the careful placement of 
ceramic storage jars, candle molds, and informal clusters of Windsor chairs projected 
comfort and idealized simplicity. Similarly, Guild suggested a historical narrative through the 
careful selection and juxtaposition of objects in the Tap Room, including garlands of dried 
fruit that seemingly quoted the squashes and dried corn Reginald Townsend saw in Sleeper’s 
kitchen and described in Country Life. Additionally, Guild used furniture to break up the 
spaces in the Tap Room into distinct zones for relaxation, gaming, and food preparation. In 
both, the centrality of the hearth provided the emotional warmth for spaces that were 
otherwise dedicated to casual entertaining. As Abigail Carroll has noted, such reimagining of 
kitchen spaces was not limited to Sleeper and Guild but was part of a larger Colonial Revival 
impulse.297 
Both Guild and Sleeper have been associated with historic preservation, but their 
homes were equally theatrical fantasies. Sleeper did not strive for historical accuracy at 
Beauport. Instead, he employed a broad range of carefully-selected objects and architectural 
details to evoke a period or emotion that would transport the visitor. Elizabeth Russell’s 
article on Milestone House suggested that Guild’s spaces were faithful recreations of the 
past, but the variety of objects she described belied the extent to which Guild also assembled 
his home from disparate elements. Unlike Beauport, though, Guild’s interiors were less 
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grounded in fantasy than they were in recreating an imagined past. Milestone House has 
undergone at least two substantial renovations since Guild inhabited it, and while much of 
Guild’s woodwork remains in place, many of the details and surface treatments he used have 
been destroyed. However, the woodwork from one of Guild’s later houses survives and 
provides insight into how he recycled and adapted historical materials. 
Around 1952, Guild erected a salt box-style house at 200 Long Neck Point Road, a 
few miles away from Milestone House (fig. 3.6). The original structure stood in a nearby area 
of Connecticut and was going to be razed for the construction of interstate 95.298 Within a 
neighborhood populated by Georgian revival houses, the seventeenth century building 
appeared startlingly simple, yet it was subtly embellished for dramatic effect. Guild added 
two dependencies to the left of the main building, each with a different roof height that gave 
the overall structure an undulating profile. The door and window moldings also changed 
between the buildings, adding to the effect that the structure had grown organically over 
generations when, in fact, it was erected in one campaign. Guild claimed that he inhabited 
most of the houses he built (at least briefly) before renting them out.299 In 1960, he sent 
visiting houseguests directions to this property and not Milestone House, suggesting he lived 
on Long Neck Point Road by then.300 Guild’s granddaughter lived in the house until recently, 
when it was sold and slated for demolition. The interior woodwork was salvaged by William 
Bretschger and when examined deinstalled it revealed aspects of Guild’s working methods. 
The dining room of 200 Long Neck Point Road had wainscot paneling and a 
fireplace surround of pine, which had been mostly stripped of its off-white paint to create a 
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distressed, weathered surface. The surviving panels are rectangular and less than two feet in 
length and may have originally been part of paneling that extended from the floor to the 
chair rail, a treatment that became increasingly typical in eighteenth century American homes 
(fig. 3.7). The back of the panels have horizontal saw marks, with broad, shallow chamfers. 
The fronts of the panels have sharply beveled sides that show circular saw marks, suggesting 
that the old material was reworked at a later date, presumably by Guild when he reinstalled 
it. The room’s overmantel consisted of panels set in frames; two were drilled with holes so 
they could support electric sconces. One of the panels was a reused cupboard door that 
retained the outlines of its original hinges. A door connecting the dining room and the 
kitchen shows the extent to which Guild refashioned historic material (fig. 3.8). The door 
consisted of two tall panels over two short panels and was painted white. Guild stripped the 
paint and reoriented the door, attaching hinges above and below the shadow of the original 
knob. Guild further transformed it by sawing it in half down its center post to create a bi-
folding door. Guild added an old, wrought iron latch and strap handle, but the hinges were 
Colonial Revival reproductions with a stamped, textured surface and Phillips-head screws 
made to look like rose-headed nails. Guild made no attempt to obscure his interventions. 
The remnants of paint and scars from previous hardware announced the age of the material 
yet affirmed the newness of its setting. The remnants of alterations also highlighted Guild’s 
active role in the construction of the house’s interior as a carefully-articulated stage set.  
This sense of decorative artifice extended to other areas of 200 Long Neck Point 
Road. Guild hung a large oak beam over the fireplace in the living room. Probably originally 
part of a summer beam, it had a chamfered and carved edge. Guild affixed the beam to the 
room’s studs with large eye bolts and filled in the area above it with brick, to make it appear 
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as if the beam were structural. In an upstairs bedroom, Guild used paint to create a unified 
sense of age. The fireplace surround, mantle, and other trim were painted a mottled green 
(fig. 3.9). The backside of the wooden elements reveals that the mantle and a section of the 
fireplace surround were old wood but other elements were new. All were covered with a 
thick layer of white paint and then glazed with dark green, to create an uneven, weathered 
appearance. The overall effect was one of age, but at the same time, the pale mint color was 
in line with 1950s taste. The extent to which Guild relied upon sleight of hand and 
decorative surface treatments to lend a sense of unity to an otherwise disparate accumulation 
of materials only became clear when the woodwork was removed from the house. When 
installed, all of the architectural elements would have appeared in keeping with the presumed 
age of the house and as a suitable setting for traditional, American living.  
Guild sourced his materials from salvage yards and from houses that were being torn 
down. This type of architectural preservation differed from the type being practiced by his 
contemporaries, such as J. Frederick Kelly, who was also active in Connecticut during the 
years that Guild created Milestone Village. Kelly trained at the École Spéciale d'Architecture 
in Paris before establishing his practice in the New Haven area in the 1920s.301 The 
Georgian-revival structures he designed revealed his interest in colonial buildings, which he 
studied and wrote about in books like The Early Domestic Architecture of Connecticut (1924), 
Architectural Guide for Connecticut (1935), and Early Connecticut Meetinghouses (1948).302 Kelly’s 
roles as a scholar and an architect informed his efforts as a preservationist. He worked with 
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the Colonial Dames to document old structures in the state and counseled institutions and 
collectors on how best to save noteworthy examples of early architecture. His best-known 
project may be his restoration of the First Congregational Church in Lebanon, Connecticut, 
designed by Colonel John Trumbull in 1804. After the church was damaged in the hurricane 
of 1938, Kelly was responsible for repairing and returning it to its original appearance. Even 
when his advice involved removing original material from its site, he proceeded in a 
methodological manner. In the late 1920s, Kelly assisted the Yale University Art Gallery with 
the acquisition of a paneled room from a house in Gilead, Connecticut. Before the room was 
dismantled, Kelly drew elevations of each wall, measured and numbered each element, and 
photographically documented the space.303 This systematic approach preserved the 
appearance of the room in situ and allowed for it to be faithfully reconstructed elsewhere. In 
comparison to Kelly’s antiquarian outlook, in which he made “no generalizations which were 
not backed up either by personal observations in existing work or by authentic documentary 
evidence,” Guild’s approach was more informal.304 The two men surveyed the same 
landscape and shared an admiration for Connecticut’s architectural legacy, but to widely 
different ends. Guild retained only cursory information about the origins of his architectural 
elements and refashioned them to suit his aesthetic desires. His buildings and interiors used 
the preservation of old material as a base upon which to create new narratives. 
As performative spaces, Milestone House and Guild’s other structures were firmly 
rooted in the American past, although they afforded a largely invented and nostalgic view of 
history. They stand in contrast to contemporaneous structures like the A. Everett Austin 
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House in Hartford, Connecticut, which also constituted a dramatic backdrop for social 
performance (fig. 3.10). The Austin House was erected between 1929 and 1930 (concurrent 
with Guild’s relocation of Milestone House). Austin and his wife, Helen Goodwin Austin, 
modeled their home after the Villa Ferretti, located in Dolo, Italy, and designed in 1596 by 
Andrea Palladio’s pupil Vincenzo Scamozzi. The Austins saw the structure during their 
honeymoon tour of Europe, sent photographs of it to their architect in Hartford, and 
scoured antique stores in Venice for Baroque furniture, textiles, and objects with which to 
decorate the house. The circumstances of Milestone and the Austin House are remarkably 
similar: both were established by young couples shortly after their marriages, both were 
historical fantasies, both were containers for collections, and both became surrogates for 
their owners. Despite the overlaps, they present divergent worldviews. Austin was born into 
affluence and Goodwin was from one of the oldest families in Hartford; their connections to 
proper New England society were well-enough established that they could choose to ignore 
convention with little worry of being ostracized. Instead of outwardly establishing 
themselves in relation to their colonial forebears, they chose to import their public identities 
from Europe through the façade of their home and its lavish contents.305 As director of the 
Wadsworth Atheneum, Austin had a high-profile personal life and used his home to 
entertain a largely European circle of artists and intellectuals. Just as the architecture and 
setting of Austin’s home implicitly signaled his interest in highbrow European culture and 
his status as a member of Hartford’s intelligentsia, Guild’s buildings continued a more 
conservative, white, Anglo-Saxon, Protestant narrative.  
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Milestone House was just the beginning. In 1932, Country Life ran a follow-up article 
that observed that “Mr. Guild was assembling on his estate an old-time village and was 
searching the highways and byways for good examples of Colonial store buildings, churches, 
schools, etc., to make up this village. It has been a labor of love and a labor of years to find 
and select the best of these old-time buildings; but at last the village is finished.”306 Begun in 
1929, Milestone Village initially consisted of Milestone House, a blacksmith shop, a school 
house, a barn (used as a fire station), an apothecary, a loom shed—claimed to be the oldest 
wood building in Connecticut—and other outbuildings. “The weathered frame buildings, all 
of which have been moved here intact or piece by piece,” noted one reporter who visited the 
site, “are tucked away on a tree-shaded, two-acre plot on Swift’s Lane.”307 Guild also 
outfitted each structure with appropriate interiors. The school house, for example, contained 
rows of desks, slate tablets, and a collection of maps and globes. The blacksmith shop still 
functioned and was used to perform minor metal repairs; it also housed woodworking tools 
used to restore the structures. The complexity of erecting and outfitting Milestone Village 
elevated it above being a mere hobby. As Country Life observed: “The sheer magnitude of the 
Guilds’ undertaking, to say naught of the affection wherewith they have conducted it, 
removes them so far from the hook-rug cult.”308 Instead, Milestone Village resonated more 
with the contemporaneous trend in the preservation and reconstruction of colonial sites. 
The rehabilitation of the Wayside Inn in Sudbury, Massachusetts, funded by Henry Ford, 
began in 1923; the restoration of Colonial Williamsburg, Virginia, funded by John D. 
Rockefeller, Jr., began in 1926; in 1929, Henry Ford established Greenfield Village in 
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Dearborn, Michigan; around 1935, Albert B. Wells began construction of Old Sturbridge 
Village, Massachusetts; and in 1936, Helen and Henry Flynt began the restoration of 
Deerfield, Massachusetts. These large-scale projects sought to recreate aspects of the 
nation’s colonial past as didactic experiences for modern Americans. They were often 
centered on a collection or geographical site; in the case of the Wayside Inn and Colonial 
Williamsburg, the historical associations of the site became the defining narrative.309 
Milestone Village shared more in common with Old Sturbridge Village, begun six years later, 
in that most of the structures were brought to the site to create an ersatz setting for a broad 
and preexisting collection.310 Late in life, Guild compared Milestone to Greenfield Village, a 
telling comment in that he chose to align his project with Ford’s egalitarian simulacrum of 
Early American life and not with more august and authoritative institutions like Colonial 
Williamsburg.311 
Guild was not the only private individual to move historic structures to their 
properties. John Munroe Woolsey was a federal judge for the United States District Court 
for the Southern District of New York and a passionate antiquarian. In 1930 he purchased 
the former town hall from Prescott, Massachusetts, and the following year relocated it to 
Petersham, Massachusetts, where he had a summer house. Judge Woolsey was a member of 
the Walpole Society and hosted the 1938 fall meeting at Petersham, a meeting that was 
cancelled due to the devastating hurricane that pummeled New England mere days before. 
The few members who showed up recorded the appearance of the town hall as “beautifully 
fitted up with a mantel and with the shelves loaded with books—which furnish a room 
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wonderfully, and with a rostrum or bench, or whatever it should be called.”312 Judge Woolsey 
used the town hall as his law library and as a retreat for contemplation. The property also 
had an old house—presumably the Woolsey’s residence—“with a very interesting interior 
with some vertical sheathing.” Although Judge Woolsey altered the town hall’s function to 
create an escapist retreat for himself, he still approached its preservation as an antiquarian. 
He researched the early history of the building, discovering that it had been erected in 
October 1838 by the carpenter Solomon Sibley and the stonemason Lucian Titus, and more 
importantly, he carefully recorded these facts.313 In contrast, Guild’s Milestone Village was an 
exercise in popular antiquarianism. He saved the buildings, but not their histories, and 
outfitted them with a range of unassociated objects that were a theatrical simulation of 
authenticity.  
Milestone Village continued to grow during the Depression. By 1941 it included a 
Quaker meeting house and a working mill.314 A map of the property from when it was 
opened to the public around 1960 records it at its most expansive, with the evocatively-
named “Johnson’s Cabinet Maker’s Shop,” “Polly Prim’s Dress Shop,” and “Seaman’s Hall,” 
an accumulated structure that housed “The Judge’s Chamber,” a toy shop, a marionette 
theatre, and a printing office.315 The Village (except for the main house) was disassembled by 
1987, when the journalist Eve Kahn documented the remaining “piles of clapboard, rotting 
wooden ornament, chunks of marble and broken window panes.”316 Period descriptions and 
photographs suggest it was a relatively informal setting with loose plantings and the 
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buildings set off-axis from each other (fig. 3.11). This arrangement gave an added sense of 
age to the site, as if it had grown organically over generations like an early New England 
settlement. Such a setting stood in contrast to the geometric and parterre gardens of places 
like Colonial Williamsburg, where, as Charles Hosmer has discussed, the formal plantings 
were less in keeping with historical models and more in the service of glorifying the 
architecture.317 
The notable difference between Milestone Village and places like Old Sturbridge 
Village and Colonial Williamsburg is that Milestone Village was not open to the public 
during Guild’s lifetime, except on a few occasions. It was a private folly, an expression of 
one couple’s deep fascination with the colonial past erected for the enjoyment of their family 
and friends.318 Guild began assembling the village around 1929 and was aware of Ford’s and 
Rockefeller’s contemporaneous restoration projects. Observers also saw the connection; in 
1941 House & Garden published Guild’s “sleepy museum town” as part of a series on 
hobbies of the famous that opened with Ford’s Greenfield Village.319 He later admitted that 
he created Milestone Village in direct response to the more famous ventures: “Ford and 
Morgan had a lot of fun collecting, and I’ve proved to myself that you don’t have to have all 
the money in the world to collect good things.”320 Despite Guild’s impecunious claim, it was 
still a sizeable undertaking. Milestone Village emerged between 1929 and 1932, the opening 
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years of the Depression. While most other Americans harbored their resources, Guild 
channeled his into building the collection and the village.  
Dishearteningly little information survives about Guild’s collection. “We happen to 
own about one-quarter of the pieces shown in my book and are constantly looking for new 
things,” Guild wrote to an acquaintance.321 The one-quarter estimate may have been 
generous, but the pieces illustrated in The Geography of American Antiques and the Country Life 
articles give an idea of the collection’s contents. It appears to have spanned the colonial and 
Federal periods, with a particular emphasis on early furniture and rural pieces. An oak gate-
leg table and court cupboard from Virginia, a carved Connecticut chest, a fall-front desk, and 
a bible box with original paint are called early eighteenth century. Many furniture pieces are 
described as pine or maple, woods more commonly associated with rural craftsmanship. In 
addition to the early pieces, there are references to a carved eagle attributed to Samuel 
McIntire, a mirror surmounted by a gilded eagle, and a range of goods inscribed “E Pluribus 
Unum,” all which would date to the Federal period. There is also mention of a group of 
early pewter, a collection of glass flasks and banks, and a selection of hooked rugs. On the 
walls, Guild seems to have hung many prints, including works by Currier and Ives and Peter 
Pelham. As the Country Life articles detailed, the core of the collection was the quotidian 
objects that outfitted the Tap Room and outbuildings, such as apothecary jars, slate writing 
tablets, and fire equipment.  
Guild promoted himself as a collector in his books and articles, and as a result, 
pieces were offered to him. In 1936, someone who had read the Geography wrote to him 
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about a Hadley chest, mahogany high chest, and banister-back chair that she wished to 
sell.322 Guild replied with enthusiasm although it is unknown if he ultimately purchased 
them. During World War II, he considered selling off a portion of the collection. Gimble 
Brothers department store suggested placing 1,500 of the objects on sale, and if they did not 
sell within sixty or ninety days, they would be dispersed through Kende Galleries, the 
auction house associated with the store.323 Ultimately, Guild retained the collection intact for 
a few more decades. In 1967, he donated the bulk of the collection to the New York Nassau 
County Museum.324 According to Dean Failey, parts of Guild’s collection remain in Nassau 
County, on display at Old Bethpage Village and in storage at Sands Point.325  
Milestone Village continued to evolve as a source of artistic expression and 
inspiration for Guild. Following its initial publicity in 1932, the compound grew as more 
buildings were added. Guild’s interest in architectural reconstruction also expanded beyond 
the boundaries of Milestone as he erected a series of homes across Darien, Connecticut. His 
efforts as a developer and amateur architect allowed him to engage with Americana on a 
large scale, transforming his historicist renderings into fully-realized structures.  
Guild’s interest in collecting and architecture were unusual for an industrial designer, 
but not unique. A handful of other designers, such as Russel Wright and Ray and Charles 
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Eames, constructed homes that functioned as three-dimensional embodiments of their 
aesthetic theories and have survived relatively intact. In 1942, Russel Wright and his wife, 
Mary, purchased eighty acres of land in Garrison, New York, just outside of New York City 
along the Hudson River.326 They named the site Manitoga and slowly began to sculpt and 
restore the landscape, which had been used as a quarry and abandoned. Wright had a strong 
appreciation for the history of American craft that surfaced in the materials he selected for 
his designs. His sensitivity to American traditions was also evident at Manitoga, where he 
self-consciously engaged with the nineteenth century landscape architecture tradition of the 
surrounding Hudson Valley. Taking cues from the work of Andrew Jackson Downing and 
Frederick Law Olmsted, he reshaped the land to make it appear untouched yet more varied 
and exciting for visitors. To accentuate the sense of geographical rootedness, Wright only 
planted native plants. This appreciation of the local landscape not only honored the recent 
history of the Hudson Valley but also evoked a deeper connectedness to America. Wright 
felt that his contemporaries did not appreciate nature: “we don’t have the tradition of respect 
for our environment such as you see among the Japanese or the American Indian.”327 He 
hoped Manitoga would inspire such a respect.  
The centerpiece of Manitoga was Dragon Rock, the house Wright built following 
Mary’s death in 1952. Wright worked with architect David Leavitt to create a house that 
blended elements of Frank Lloyd Wright’s Fallingwater with Russel Wright’s own ideas 
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about informal living.328 Like Fallingwater, the structure consisted of rectangular forms built 
into the rocks bordering a waterfall. Dragon Rock had two zones, one for Wright’s studio 
and one for sleeping and entertaining. The entertaining space had an expansive living room 
separated from the dining room by a few steps, the type of open plan advocated by Mary 
and Russel in their 1950 book Guide to Easier Living.329 The architecture further emphasized 
informality through its use of rough stone for space dividers and unfinished tree trunks for 
columns, which linked the interior to the landscape seen through the large, plate glass 
windows. Just as the floor plan reflected Wright’s progressive ideas for American living, the 
surface finishes were equally innovative, “including epoxy paints mixed with sand, 
translucent paint applied in layers, paints with highly reflective metallic content, metal in 
many forms, and numerous plastic laminates.”330 Thus, Dragon Rock became an inhabitable 
laboratory where Wright tested the materials and finishes he hoped to use in his 
manufactured designs.  
Case Study House No. 8, designed and inhabited by Ray and Charles Eames in 
Pacific Palisades, California, articulated their interest in adapting industrial elements for 
domestic use. The Eames House was part of the Case Study House Program that began in 
1945 and was sponsored by Arts & Architecture magazine and its editor John Entenza. The 
Eameses began planning the house in 1945 and continued to refine its design even after the 
raw materials were delivered to the site in 1949. This accorded with their creative process, 
which involved fabricating numerous models that were tested and refined and has been 
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heavily documented in terms of their furniture production.331 They followed a similar 
approach with the house, changing its location on the site and then reconfiguring the 
building plan in response.332 When they moved in on Christmas Eve 1949, the house 
consisted of two rectangular boxes formed from industrial steel beams clad in plate glass and 
painted panels. The smaller structure contained a studio while the larger one contained 
sleeping and entertaining spaces. Although Charles relocated the building to the edge of the 
lot so as not to interfere with the beauty of the site, the house itself ignored nature. With its 
trim outline and skin of glass and brightly-painted panels, it was a sculptural object, a self-
consciously manmade insertion into the landscape. 
As Beatriz Colomina has observed, “The Eames House blurs the distinction between 
designer and occupant, accommodating structure and mobile accessories.”333 The house’s 
exposed metal beams and paneled exterior appeared industrial and as if assembled from 
interchangeable parts. This aesthetic was central to their manufactured designs as well and 
could be seen in the appropriation of Chrysler engine shock mounts for plywood chairs or in 
the variety of colored and textured panels available on their ESU series case furniture. The 
contents of the Eames House also reflected their working methods. The austere shell, 
divided into regular bays forming cubes of space, contained a dizzying array of sculptures, 
paintings, books, textiles, toys, plants, and mementos that the couple gathered and 
continually rearranged. The Eames Office was also filled with the miscellaneous objects Ray 
and Charles collected during their travels and used as inspiration for designs, filmed for 
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movies, or photographed for slide shows and promotional materials. The stark simplicity of 
the finished designs obscured the flotsam that informed their evolution and filled the house 
and office. The theoretical and aesthetic tensions that Ray and Charles grappled with did not 
always surface in their manufactured goods, but they were evident in their home, thus 
making the Eames House a type of surrogate for their approach to solving design problems. 
Both the house and their products were steeped in the formal language of modernism, both 
explored the adaptation of industrial materials for new uses, both privileged modularity, and 
both were accentuated by whimsical touches of color or texture. 
For Wright and the Eameses, the continuity between how they lived their lives and 
the products they designed helped make them paradigmatic modernists: whether at the 
office or at home, they projected a coherent aesthetic ideal. The connection between Guild’s 
professional work and his domestic space was more nuanced. At the outset of his career his 
personal and professional activities worked in tandem with each other: he wrote about and 
collected American antiques. Yet when he became an industrial designer, they appeared to 
diverge. His interest in collecting Americana and reconstructing historical structures 
seemingly ran counter to his job of styling sleek vacuum cleaners, washing machines, and 
trains. In reality, his retrospective hobbies informed his prospective industrial designs, 
although often in indirect ways. 
Although the manner in which the homes of Wright, the Eameses, and Guild 
reflected their careers can be seen as opposite, they are more accurately located along a 
spectrum of experiences, with Wright, the Eameses, and progressive modernism at one end 
and Guild and traditionalism at the other. In reality, the complicated and fully-realized 
private worlds that these figures crafted from themselves were anomalous. Most industrial 
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designers existed in the middle ground, where their personal styles or theoretical approaches 
informed part, but not all, of their domestic surroundings. This makes exceptional sites like 
Dragon Rock, Case Study House #8, and Milestone House, regardless of whether they 
survive intact or only in documentation, important markers of how designers channeled and 
honed their creativity. Whereas Dragon Rock and Case Study House #8 were testing 
grounds where their inhabitants experimented with new ideas, Milestone House was a muse. 
Unlike Wright or the Eameses, Guild did not impose his ideas about industrial design upon 
the house, but instead took inspiration from it. Thus Milestone and Guild’s career were 
intellectually intertwined although they maintained their physical autonomy.  
Milestone House and Village were Guild’s most ambitious project. Development of 
the property began in the late 1920s and lasted for decades as he continually added to the 
collections that filled the structures. In 1932, Guild wrote a wistful poem about the village, 
which was printed in Country Life beneath a watercolor image depicting the main street in 
winter. 
  
The little street in Milestone 
 Lies quiet in the snow. 
 The store, the loom, the firehouse, 
 The schoolhouse red, below, 
 Are there complete… But where are they 
 Who built and loved them years ago? 
 The little street in Milestone 
 Lies dreaming in the snow.334 
 
The lines reveal Guild’s limited capacity as a poet but also the earnestness with which he 
treated the village. He created the town from disparate elements and imagined a long history 
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for it filled with forgotten emotional bonds waiting to be uncovered. The answer to the 
question of who built the store and the firehouse years ago is rhetorical as Guild relocated 
the structures or fabricated them from old parts. He was the singular force behind the 
village, yet he shrouded it in nostalgia that, while it remained dreaming, obscured the waking 
reality of its origins. This tension between possessing and distancing the past is central to 
Susan Stewart’s notion of the antiquarian: “In order to entertain an antiquarian sensibility, a 
rupture in historical consciousness must have occurred, creating a sense that one can make 
one’s own culture other.”335 The otherness of Milestone Village surfaced in the poem, which 
presented Guild as looking at his own creation as an outsider, although he personally 
identified with its colonial narrative and he physically brought its contents to Noroton. Even 
his use of the village as inspiration for his industrial designs can be read as a form of 
distancing, as he selectively consumed it as a tourist would a souvenir. Yet despite this 
antiquarian remove, Milestone was an active part of his life. 
In many ways, Milestone was the center of Guild’s world. Apart from housing his 
collections, Milestone was the locus of his ambitions. He used Milestone to help establish 
himself as an expert on Americana through articles written about the village or references he 
made in his own writing. It became a space where he could entertain friends and clients that 
presented him as passionate, creative, a bit eccentric, and an inheritor of America’s 
traditions. It also provided a continued source of inspiration upon which he would draw for 
the entirety of his professional life. Although he became best known for his mass-produced 
designs for modern industry, his house and its collections remained constantly in the 
background. 
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Guild’s interest in American antiques and early architecture formed a foundation for 
his later work as a designer. The knowledge he acquired of period styles and construction 
techniques provided invaluable source material for creating products that appealed to a 
broad range of American consumers, not only for their appearances but also for their 
intrinsic historical associations. The avidity and earnestness with which Guild engaged with 
the American past in his early work and in his personal life provided the necessary context 
for the historical modernism that permeated his career as an industrial designer.  
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Figure 3.1  
Lurelle Guild and Charles Kramer, renovating architects 
Milestone House, Dairen, CT, original elements ca. 1690, relocated 1929 
Photograph by author 
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Figure 3.2  
Tap Room, Milestone House 
From Elizabeth H. Russell, “Yesterday’s Treasure,” Country Life, April 1931 
Photograph by Edwin Gore Dunning 
 
 
 
Figure 3.3  
Tap Room, Milestone House 
From Elizabeth H. Russell, “Yesterday’s Treasure,” Country Life, April 1931 
Illustration by Lurelle Guild 
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Figure 3.4  
Parlor, Milestone House 
From Elizabeth H. Russell, “Yesterday’s Treasure,” Country Life, April 1931 
Illustration by Lurelle Guild 
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Figure 3.5 
Pembroke Room, Beauport, Sleeper-McCann House 
From Paul Hollister, Beauport at Gloucester, 1951 
Photograph by Samuel Chamberlain 
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Figure 3.6 
Lurelle Guild, renovating architect 
200 Long Neck Point Road, Darien, CT, original elements ca. 1700, renovated ca. 
1952 
Photograph by author 
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Figure 3.7 
Panel from 200 Long Neck Point Road dining room  
Recto, top; verso, bottom 
Photograph by author 
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Figure 3.8 
Door from 200 Long Neck Point Road dining room  
Photograph by author 
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Figure 3.9 
Fireplace surround from 200 Long Neck Point Road upstairs bedroom  
Photograph by author 
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Figure 3.10 
Leigh H. French, Jr., architect 
A. Everett Austin House, Hartford, CT, 1930 
Photograph by Geoffrey Gross 
 
 
 
 
 
 
 
Figure 3.11  
Main Street, Milestone Village, in 1932 
From Samuel Pepys, “Epic of the Past,” Country Life, December 1932 
Photograph by Karl La Roche 
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Chapter 4 
The Historical Modernist as Industrial Designer 
 
 
“In the last year and a half,” Lurelle Guild wrote to a colleague in 1932, “I have entered the 
field of industrial design to a greater extent than ever before.”336 Guild shifted the direction 
of his career in the late 1920s, adding the role of designer to his work as an author and 
illustrator. By 1934 he had sufficiently established himself that Fortune included him in a 
profile of the founding members of the American industrial design field.337 Guild worked 
freelance, either hired for a particular project or as a design advisor for corporations. Like 
many of his peers, Guild formed a number of lasting professional relationships in addition to 
executing a number of one-off designs. The range of his clients—from industrial 
corporations to luxury manufacturers—reflected the landscape of American industry during 
the 1930s and the wide-held belief in the interconnection of good design with sales (see 
Appendix). Although Guild adjusted his aesthetic to match the demands of his clients, his 
interest in history informed many of his designs for industry, and early critics attributed 
Guild’s commercial success to this historical modernism, the manner in which he based his 
modern designs on a thorough understanding of early American styles and craft traditions. 
As E.P. Lougee noted in 1935, “he has studied the tastes and habits of Mr. and Mrs. 
America from those first days when they set up housekeeping in their stockade villages of 
log huts, down to the motives and manners of today’s leisure and diversions. He has 
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followed their changing habits and destinies through Colonial days and has gathered rare 
examples of their early craftsmanship upon which he bases many of his modern designs.”338 
In many ways, Guild’s approach to industrial design resembled what Kenneth Frampton 
would later describe as Critical Regionalism; Guild self-consciously employed ideas and 
motifs drawn from a specific geography and time—the Northeastern United States of the 
eighteenth and early nineteenth centuries—to establish an aesthetic language for mass-
produced goods that was intrinsically American and would resonate with the temperament 
of the nation’s consuming public.339  
The professional field of Industrial Design coalesced in the United States in the late 
1920s. The integration of aesthetics with industry—and the mechanical fabrication of goods 
using interchangeable, specialized parts—has been present since the beginning of the 
Industrial Revolution, and recent scholars like John Heskett situate twentieth century 
industrial design within this larger continuum.340 Designers working in the 1930s and 1940s, 
however, did not see themselves as part of a historical narrative but as members of an 
emerging, particularly modern field.341 The Exposition of Art in Trade, held at R. H. Macy & 
Company in 1927, introduced this field to the American public.342 The exposition filled an 
entire floor of the store’s west building and aimed “to stimulate public appreciation of the 
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progress being made by American industry towards higher artistic standards in its 
products.”343  
If Macy’s 1927 exposition raised public awareness about the integration of art and 
industry—with the industrial designer at the nexus—then two events in 1934 signaled the 
broader acceptance of the field by the public: an exhibition at the Metropolitan Museum of 
Art in New York and the article in Fortune. For Contemporary American Industrial Art at the 
Metropolitan Museum, Raymond Loewy and Lee Simonson created a fictitious industrial 
designer’s office. The gleaming white space had rows of metal bands applied to the walls, 
cantilevered desks, and tubular steel furniture (see fig. 6.3). The sleek installation had little to 
do with the realities of the profession, but it provided the museum-going public with a 
captivating visual reference and formed an alluring advertisement for the profession’s 
aspirations. In February 1934, Fortune published a profile on “the depression-weaned 
vocation of Industrial Design,” written anonymously by a young George Nelson, who would 
later become a noted industrial designer in his own right. The article described the 
profession’s guiding principle as: “whenever two products are equal in point of utility and 
price, the one that looks most attractive to the purchaser will be bought first. When the 
demand is sufficient to take only one of the two products, the maker of the attractive 
product stays in business, the maker of the other goes bankrupt.”344 The Met installation 
underscored the glamour of the profession, but Fortune emphasized its market-driven 
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aspects, articulating the implied requirement that these free-lance designers generate 
corporate profits in addition to aesthetically meritorious products.  
Nelson listed the ten leaders in the field and their previous professions: Donald 
Dohner (university design teacher), Henry Dreyfuss (theater set designer), Norman Bel 
Geddes (theater set designer), Lurelle Guild (art director), Gustav Jensen (artist), Raymond 
Loewy (electrical engineer), George Sakier (mechanical engineer and art director), Walter 
Dorwin Teague (advertising designer), Harold Van Doren (painter), and John Vassos 
(advertising designer).345 The heterogeneity of the early practitioners was emblematic of a 
field that seemingly appeared overnight in response to market needs. “Sagging sales curves 
sent executives in frantic search for some stimulus that had not been tried before,” Harold 
Van Doren recalled in 1940, “and designers who had been struggling to get their foot in the 
industrial door suddenly found themselves invited into the inner sanctum and swamped with 
commissions…. Among them there were capable painters, architects, stage designers, 
sculptors, advertising artists, even typographers, but, as industrial designers, they had almost 
everything to learn.”346 Guild was one such figure.  
During the 1930s, Guild claimed that his transition to industrial design was a natural 
outgrowth from his illustration work: he noticed that manufacturers were appropriating 
aspects of his drawings for their products and so he started creating product designs 
himself.347 This narrative implies that Guild had preexisting relationships with manufacturers 
that he was able to utilize to make an effortless transition. Later in his career, he offered a 
different account: “The twenties were really a decadent age of style. I was doing very well—
                                                 
345 Ibid., 43. The professional titles were selected by Nelson, undoubtedly with input from the designers. 
346 Van Doren, Industrial Design, 17. 
347 Anderson, “Contemporary American Designers,” 82. 
155 
 
right up to the day that color photography became practical. Suddenly, illustration became 
obsolete.”348 With his livelihood threatened, he needed to transform himself. “I decided to 
buy a second-hand car and drive back to New York [from Chicago] rather than take the 
train. It had occurred to me that so many companies were coming out with new products 
that there must be a need for professional industrial designers.” He started with 
Montgomery Ward in Chicago and then “stopped at every major manufacturing plant I 
passed.” In this version, Guild’s adoption of industrial design was an arduous and deliberate 
shift away from his previous occupation. The reality was probably somewhere between the 
two stories. His background as an illustrator and his experience as an author gave him the 
basic skills for negotiating with clients, producing work within a strict timeframe, and 
gauging public taste. In the late 1920s there were few programs that taught industrial design, 
so, like his peers, he received much of his practical training on the job. 
Guild established Lurelle Guild Associates in New York by 1929, before the financial 
crash impelled many of his future colleagues to enter the field of industrial design.349 To 
obtain business, he drew upon his contacts in the publishing world and sent letters to 
corporations offering his services, often suggesting a particular product. Guild soon learned 
that “no matter how good a design, somebody can come along and copy it. But if we make a 
strong enough patent…competing products aren’t going to copy the surface appearance as 
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promptly.”350 As a result, Guild has an extensive patent record that documents his career in 
greater depth than many of his colleagues. A few of his early associations were short-lived, 
such as his work for American Cork Products, which hired him in 1931 on a monthly 
retainer to develop new patterns but ended the arrangement by early 1932.351 Another of his 
first clients became one of his most loyal: the Aluminum Cooking Utensil Company. 
In early 1932, the Aluminum Cooking Utensil Company (ACUC) released The Early 
American drip coffeepot (fig. 4.1). This was Guild’s first contribution to the company’s Wear-
Ever line of aluminum kitchen wares, for which he took out a design patent in February 
1932.352 The two-part apparatus was an oval column of aluminum adorned only by subtle 
bands of molding just below the lid and at the break between the filter and the pot. As the 
name implies, Guild’s design explicitly evoked the historical past, a fact that was emphasized 
in early publicity. “Designed by Lurelle Guild, national authority on American antiques,” 
announced American Home in 1932.353 “Designed from a museum piece,” Giftnews exclaimed, 
“for Bicentennial promotion,” referring to the 200th anniversary of George Washington’s 
birth that was being celebrated that year.354 It is unknown which museum piece inspired 
Guild, but the lower section resembles late-eighteenth, early-nineteenth century silver and 
Britannia teapots that he owned and could have seen in a number of collections (fig 4.2). 
These straight-walled teapots were constructed from rolled metal that was formed into an 
oval and seamed, an aesthetic that Guild recreated in aluminum. The handles, which on 
traditional coffeepots were crafted from carved and ebonized wood, were molded, black 
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Bakelite. This substitution visually tied the handles to historical prototypes, but utilized a 
thoroughly modern, synthetic polymer more sympathetic with mass production. 
Guild’s next product for ACUC was a hot water kettle (fig 1.3). For the design, 
which was patented and introduced in 1932, Guild also turned to a historical prototype for 
inspiration.355 ACUC’s previous kettle had a hinged handle that hung down and became too 
hot or singed by stove flames. The hinged handle also caused the kettle to twist when being 
poured and the handle’s location—centered on the top—caused wrist strain for the user. 
Guild noticed that an antique watering can in his collection had a rigid and off-center handle, 
which made it easy to use. He adapted the older technology to his new design.356 As Harold 
Van Doren later recounted, Guild’s design made the earlier kettles “obsolete” by “fixing the 
bail permanently in an upright position, placing the handle off-center away from the spout, 
and molding the handle in a phenolic resin permanently to the bail.”357 He also simplified the 
overall form of the kettle, giving it a broader base and lower, domed profile, which increased 
the surface area in direct contact with the stove and heated water more effectively. 
“With this fundamental knowledge of the background of our forefathers, and a keen 
analytical interpretation of the reasons behind changing conditions as they influence our lives 
today,” Modern Plastics commented, “he is in an enviable position to create and design ‘best 
sellers’ in his field.”358 Guild not only based designs like these on historical precedents, but 
he also performed extensive testing to ensure their marketability. For the Wear-Ever kettle, he 
provided salesmen with samples of the old and new designs and sent them door-to-door to 
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solicit responses from housewives in the towns adjacent to ACUC’s headquarters in 
Pennsylvania. In addition, he set up a table in a New York department store and polled 
customer reactions to the two designs. From these tests he learned that forty-six out of every 
fifty housewives preferred the new kettle, as did 232 of 236 department store patrons. These 
figures convinced ACUC to invest in new dies and put the kettle into production.  
Guild’s work with ACUC earned him considerable attention. The designs appeared 
in numerous periodicals and sold well—ACUC saw a 40% increase in kettle sales.359 They 
also were included in three exhibitions in 1934: Machine Art at the Museum of Modern Art, 
New York; Exhibition of Art in Industry at Rockefeller Center, New York; and Dynamic Design 
at the Philadelphia Art Alliance. The Exhibition of Art and Industry was planned by the 
National Alliance of Art and Industry to promote American industrial design. One of its 
stated goals was “to emphasize visually that there is a definite trend toward a national 
style.”360 The organizers undoubtedly meant that the event would showcase trends that were 
not imported from Europe but instead originated in response to American needs and tastes. 
It is revealing, though, that some of the examples of the emergent modern “national style” 
were based on historical examples of the nation’s style. 
Guild’s inclusion in these exhibitions helped establish reputation within professional 
circles as a producer of reliable products. It also linked his name in the press to a group of 
innovative designers, such as Walter Dorwin Teague and Gustav Jensen. Notably, the 
institutional attention altered the reception of these two designs. The “dripolator” and kettle 
appealed to the sensibilities of Philip Johnson, curator of the Machine Art exhibition, who 
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lauded a spare functionalism derived from Deutscher Werkbund and Bauhaus aesthetics. 
The juxtaposition of modern housewares with industrial parts in his exhibition stripped the 
designs of any historical associations in favor of defining an abstract, Euclidean ideal 
contained within the products of industry. Critic Lewis Mumford singled out Guild’s 
“handsome and correctly designed modern” kettle in a review that noted “that some of the 
best work was in traditional departments of techniques…[that] prove that good Machine Art 
is the outcome of a special habit of mind rather than a purely automatic result of using 
mechanical instruments.”361 Despite this apt appraisal, Mumford aligned Guild’s design with 
the best of “standardized mechanical parts.” Following Johnson’s and Mumford’s lead, later 
authors continued to describe Guild’s “dripolator” and kettle along formalist lines. Martin 
Greif observed the “forward-thinking” aspects of Guild’s work for ACUC.362 Arthur Pulos, 
writing in the 1980s, dubbed the kettle a new “typeform,” while Sarah Nichols praised “the 
clean, strong forms” of the drip coffeepot.363 The continued presence of Guild’s designs in 
the secondary literature affirms his influence on the aluminum housewares market, but such 
one-dimensional interpretations ignore the complexity of his design process 
Guild’s roster of clients grew quickly during the early 1930s, as did the diversity of 
products he created, which ranged from a refrigerator for Norge to a bottle for Maryland 
Distillery’s Boulevard brand of rye whiskey to furniture for Kittinger Company.364 In August 
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1933 he submitted a series of patents for bathroom furnishings for the C.F. Church 
Manufacturing Company of Holyoke, Massachusetts, which included dressing tables, stools, 
and towel racks.365 Some pieces recalled the angular moderne aesthetic of the 1920s that was 
just passing out of fashion while others typified Guild’s appropriation of historical models.366 
One vanity borrowed its shape from a Federal card table, with a rectangular top with convex 
corners and four tapering legs, two at the rear corners and two flanking the front center 
panel (figs. 4.3 and 4.4). The center panel had a plaque of molded, vertical flutes that evoked 
inlaid wood. In place of wood, however, the piece was veneered in durable and water-
resistant Lacaloid, a proprietary plastic laminate. Although the four legs were stationary and 
the table was not intended to come away from the wall, it still had the dual functioning of a 
card table: when closed it acted as a pier table and when opened it became a vanity. The 
cosmetics and a mirror were accessed through a hinged panel in the center of the top. A 
low-backed chair accompanied the vanity, and fit exactly within the opening of the legs. The 
low proportions of the chair recalled well-publicized designs by Jacques-Emile Ruhlmann 
while the modularity of the chair and vanity had precedents in the work of the Wiener 
Werkstätte, yet Guild’s decorative references were more likely drawn from American 
sources. The rectangular back contained a vaguely vegetal splat formed from two opposing 
arcs springing from a bud-shaped protrusion. The square profile and geometric splat related 
to late Federal chair types associated with Boston and Salem (fig. 4.5). For an associated 
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hamper, Guild embellished it with crossed arrows and stars.367 The references to classical 
imagery and neoclassical furniture established intellectual continuity between the pieces and 
gave historical authority to quintessentially twentieth-century forms.  
One of Guild’s most fruitful professional associations was with Chase Brass & 
Copper Company, which lasted from 1933 to 1935. Located in Waterbury, Connecticut, 
Chase manufactured plumbing, roofing, and other supplies for the construction industry. 
The decline of commercial and new home construction following the 1929 stock market 
crash caused a decline in sales for the supply company, and its leadership began looking for 
ways to augment its revenue. Chase occasionally produced novelty goods during the 1920s, 
but in 1930 Rodney Chase, the Director of Public and Industrial Relations and son of 
company President Frederick S. Chase, conceived of a Specialty Division dedicated solely to 
the design and manufacture of housewares.368  
As the Specialty Division developed, Chase relied upon a mix of in-house and 
contract designers to produce novel housewares from the company’s stock of industrial 
parts. In September 1932, Lurelle Guild wrote to Chase about becoming one of their 
contract designers noting his previous successful designs for ACUC, Scranton Lace, and 
Armstrong Cork. He proposed a flashlight that he promised he would “make a definite 
contribution to your company which will be of great value.”369 Chase officially retained Guild 
in January 1933 to contribute designs for the Specialty Division. Shortly thereafter Guild 
wrote to Anne Swainson, the founding director of Montgomery Ward’s Bureau of Design: “I 
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feel that you were directly responsible for my obtaining this account and I do wish to thank 
you for your confidence and kindness in this matter.”370 Guild undoubtedly met Swainson 
during his visit to Chicago in 1932, and as she worked at Chase before joining Montgomery 
Ward in 1931, she was ideally situated to recommend him for the position.  
Rodney Chase’s vision for the Specialty Division was loosely based on German 
examples of the Deutscher Werkbund, the Reimann-Schule, and the Bauhaus.371 The 
emphasis on industrial manufacture that pervaded these German ventures made them ideal 
models for emulation by companies like Chase that needed to be mindful of the production 
capabilities of its plants. When the first Specialty Division catalogue appeared in 1932, the 
influence of German design was apparent. Not only did the new line include items 
contributed by the Reimann-Schule in Berlin and by the German-trained designer Walter 
von Nessen, but most pieces also had a refined, industrial aesthetic reminiscent of the 
products of the Werkbund and the Bauhaus. A number of Guild’s designs were in keeping 
with the overarching functionalist aesthetic, but many also displayed his penchant for 
historical invocation.  
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On Friday February 10, 1933, Guild met with Helen Bishop, Chase’s Director of 
Design, to discuss potential products. They created a list of viable categories from which 
Guild was expected to produce twenty-five designs: 
 
thermo trays (for hot as well as cold buffet meals); serving trays; vases; table 
items; cheese board or tray; lamp line; bread tray; cold meat platter; 
chromium service plates; center table decoration (to include candle as well as 
flower holders); cocktail glasses (proposed to combine glass bowl with metal 
stem); two cocktail shakers (varied design); jam set; mustard jar; luggage rack 
(tubular metal which folds and is held in position by leather straps); cigarette 
box; ash trays; other smoking equipment; mug and pretzel bowl (suggested 
by Miss Bishop) 372 
 
He began working and quickly produced sketches for a number of the products he had 
discussed with Bishop, as well as sketches for additional products of his own invention. 
When the 1934 catalogue came out, it included at least fifteen Guild designs, with about 
fourteen additional designs introduced the following year. 
Not every idea that Guild and Bishop discussed evolved beyond the sketch phase, 
such as a cocktail glass with a chromium-plate stem and foot (fig. 4.6). The stem was a fluted 
column with a Doric capitol encircled by small swags. The overt historicism of the stem did 
not quite match the overall aesthetic of the Specialty Line. Guild’s more nuanced designs 
fared better. 
The model 27012 Architex was a modular arrangement of candleholders and flower 
boxes (fig. 4.7). When fully assembled, it included four small rectangular candleholders, two 
rectangular flower boxes, and four quarter-circle flower boxes, but the elements could also 
be purchased separately to suit the needs and budgets of the consumer. In the 1934 
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catalogue, Chase presented Architex as a cost-saving design with novel decorative 
possibilities, such as coordinating candles with flowers (matching English daisies with pink 
candles, for example, or pompon white chrysanthemums with red candles). Chase also 
emphasized the use of short stemmed flowers “which are cheap! Short stemmed roses, 
carnations and other flowers are at bargain prices at the florists.”373 As Roland Marchand has 
discussed, the use of didactic advertising spread in tandem with the proliferation of novel 
goods during the Depression as companies increasingly competed for consumers’ 
discretionary income.374 The lengthy catalogue copy articulating how best to use the Architex 
was clearly in keeping with this trend. While Architex was relatively costly—$20.00 for the 
whole set—its adaptability, unobtrusive design, and embrace of small domestic economies 
were all poised to appeal to a Depression-era consumer.  
Each element had straight walls of chromium-plate embellished with a double band 
of incised lines near the top, a slightly protruding base, and recessed, black-painted ball feet. 
Guild filed two separate patent applications for Architex, one for the design of the 
candleholders and one for the overall modular arrangement.375 The crisp forms echoed 
trends in contemporary architecture—the emphasis on the overall massing of buildings and 
the emerging interest in the plain surfaces of the International Style—and, as the name 
suggests, the centerpiece invited its owners to play architect and construct arrangements on 
the dining table or sideboard. For the individual elements, however, Guild most likely had 
another source of inspiration. The flower containers, with their compact proportions and 
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straight walls, resemble eighteenth century flower bricks (fig. 4.8). These pieces of tin-glazed 
earthenware, fabricated mostly in Holland and England, were rectangular blocks whose top 
surfaces were pierced with round and rectangular holes to receive cut flowers. As a denizen 
of antique stores, Guild would have been familiar with this ceramic form and adapted its 
overall shape and function for the Architex, although he replaced the pierced top panel with a 
removable, metal coil.  
The spare shapes and incised lines of the Architex appeared in other Guild designs 
for Chase, including the model 27011 Buffet Server, the model 27001 canapé plate, and the 
Quiet Pool series. Quiet Pool encompassed a service plate (no. 27002), a sandwich plate (no. 
27003), a cold meat platter (no. 20074), and a bread tray (no. 27005), which Guild designed 
between March and April, 1933.376 Each piece had a broad rim incised with parallel lines that 
cut through the chromium plate to the underlying brass, giving them a golden tint (fig. 4.9). 
The 1934 catalogue described the aquatic reference of the name: “A pebble dropped in a still 
pool of water creates concentric circles.”377 Bands of parallel lines, sometimes called “speed 
lines,” became fashionable in mid-1930s design as a stylized evocation of movement, and 
while “speed lines” usually implied a forward thrust, the idea of ripples on water spreading 
outwards invoked a different, more relaxed motion. But the location of the lines on the rims 
of the plates also suggests the molded rims of antique pewter chargers, rendering the three-
dimensional surfaces into flat, graphic patterns (fig. 4.10). Although Guild’s incised lines had 
a stark, graphic quality they were inherently retrospective in conception as they continued 
the tradition of focusing embellishment around the rim.  
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For the model 27030 Athena candelabrum, Guild looked to eighteenth century silver. 
The Athena had an unadorned, disk-shaped base that supported a fluted column topped by a 
glass finial (fig. 4.11). Two scrolled arms sprang from the column and were affixed with a 
strap that made the column resemble fasces. The overall design, however, drew upon a 
number of historical tropes. The thick base and fluted shaft referenced eighteenth century 
British candlesticks in the shape of fluted columns, and even the pinecone-shaped finial 
suggested a Corinthian capital. The Athena also evoked Georgian silver candelabra, with their 
circular bases, scrolled arms, and frequent use of an urn atop the shaft (fig. 4.12). Drawing 
upon these various historical prototypes, Guild updated the design to conform to modernist 
taste. He reduced the formal elements down to geometric shapes that repeated across the 
form: the foot, drip pans, and band at the arms were slices from a column, the fluting of the 
shaft was a series of horizontal lines, and the finial was a stack of trapezoids. Guild replaced 
sterling with more economical and contemporary materials, but the intended effect was the 
same, as the Gift and Art Buyer observed: “when in use, the glass finial sparkles and finds 
reflections in the highly polished chromium about it.”378 Guild also adjusted the historical 
proportions; the narrow span of the arms gave the Athena a compact, taut stance. Yet, the 
overall composition and its reception as ideal for “grand occasions” were based upon close 
observation of historical forms.379 
Guild frequently mediated his historical references with humor. He transformed 
Bishop’s suggestion for a pretzel bowl into the model 90038 Pretzelman, a silhouetted waiter 
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buckling under the weight of an exaggeratedly large tray (fig. 4.13). A thin pole affixed to the 
back of the sheet metal figure rose through the tray and held steady a stack of pretzels, or 
“doughnuts or cookies with holes in them.”380 The Pretzelman came in polished copper or 
chromium plate, and provided a lighthearted counterpoint to Chase’s otherwise dogmatically 
modernist designs. The Pretzelman derived from Guild’s own sense of whimsy and played 
with the multiple definitions of the word “waiter,” using the contemporary meaning—a male 
servant or staff member who carries food—as the basis for the design of a traditional 
waiter—a serving dish with handles at the sides or in the center. The Pretzelman also formed 
a visual pun with Chase’s logo; both the Pretzelman and the centaur are silhouettes and appear 
to be rearing back, with their front legs lifted off the ground.  
Guild employed another figural silhouette in the model 27027 newspaper rack. The 
simple wire frame centered a rooster weather vane executed in sheet copper (fig. 4.15). At 
first glance, the image appears straightforward, but the initials indicating the cardinal 
directions are out of order, transforming N.E.S.W. into NEWS. This anagram underscored 
the purpose of the rack. When matched with the rooster—who crows at sunrise—it became 
a lighthearted evocation of the breakfast-time ritual of reading the morning paper. This 
visual and linguistic pun not only belied Guild’s wit but also his familiarity with the type of 
nineteenth century metalwork he studied and collected; photographs of Milestone Village 
from 1932 showed that Guild owned at least two weather vanes, a figural example atop his 
firehouse and an eagle atop his apothecary.381  
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Guild’s humor surfaced again in the model 28014 High Hat jigger that was in the 
form of an inverted top hat (fig. 4.15). The 1931 Country Life article on Milestone House 
made note of the Guilds’s glass collection, and Lurelle certainly knew of the little top hats 
made by American glasshouses in the early nineteenth century. These endearing forms were 
used as salts and were made in large numbers; a New England Glass Company invoice from 
1829 recorded an order of fifty dozen blue hats.382 In the 1920s, scholars believed these were 
whimsies or toothpick holders, an interpretation that may have inspired Guild to adapt the 
form for a light-hearted bar implement.383 His changes to the prototype were minimal: he 
replaced the glass with chromium plate and made it slightly smaller so it would hold a jigger, 
or 1 ½ ounces, of alcohol. Top hats evoked the type of formal dress upper-class gentlemen 
wore when socializing in public, thus linking the act of mixing an alcoholic drink with certain 
forms of gendered and economically-defined leisure. The name, however, subverted these 
associations. In 1930s slang, to “high hat” meant to put on airs or to snub someone using 
affected airs. Thus the jigger was both an elite object and a send up of such elite objects (a 
dichotomy that mimicked the role of chromium plate as a presumptive alternative to sterling 
silver). The High Hat showed how Guild’s interest in layered references encompassed not 
only historical allusions but also puns and double meanings.  
Guild’s affability is evident in his surviving correspondence and he usually 
established personal relationships with his clients, including Rodney Chase. During the 
summer of 1933, Chase and his wife visited Milestone Village for breakfast and subsequently 
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Guild sent them a copy of the Geography of American Antiques.384 Their collegiality and shared, 
diverse interests undoubtedly informed Chase’s decision to involve Guild in the formation 
of a new lighting division.  
Chase began producing a limited number of lamps in 1925 after the purchase of the 
American Brass & Copper Co., a manufacturer of commercial lighting.385 A few lamps were 
offered under the Specialty Division label, including a few designed by Guild. In December 
1933, Guild filed two design patents for figural nightlights that again showed his interest in 
lighthearted, historically-inflected forms.386 The model 27012 Colonel and model 27014 
Colonel’s Lady lamps were tin soldier-like figurines constructed from brightly-painted rods 
and sheet metal (fig. 4.16). A frosted blub—transfer-printed with eyes, mouth, and hair—
became the head for each lamp, a novel formulation that integrated the glowing bulb into 
the lamp’s decoration. The Colonel and Colonel’s Lady were intended for children’s rooms, 
where they could stand guard; the “tall Cossack hat” could be “tilted at a cocky angle to 
shade the light from the child’s bed.”387 The nightlights were included in the Specialty 
Division catalogues, alongside Guild’s more restrained model 27010 Console Lamp and other 
fixtures designed by Ruth and William Gerth, Walter von Nessen, and members of Chase’s 
in-house design team.  
The company saw potential in these lamps and developed the Lighting Fixture 
Division concurrent to the Specialty Division. Guild was the sole designer for the Lighting 
Fixture Division in its early years, although the Specialty Division continued to offer lamps 
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by a range of designers. The Lighting Fixture Division gave Guild the opportunity to utilize 
his personal collection and interests for inspiration. Although Rodney Chase preferred a 
more functionalist aesthetic for the Specialty Division, he welcomed Guild’s historical 
references for the lamps. “The introduction of the dolphin on the little colonial lamp,” he 
wrote to Guild, “and the penny medallions, and other rather human touches that you have 
worked into these lighting fixtures reminds me of how much people like a personal touch in 
this way in the impersonal machine products they buy.” Chase suggested other “human 
touches” for Guild to introduce to the mass-produced lighting fixtures, including nautical 
themes for bathrooms and motifs appropriate to vacation homes:  
 
What I’m thinking of is the inclusion of such decorative details as clam shells, star 
fish, seahorse, dolphins, salmon leaping, curved, wavy frieze, periwinkles, crabs, or 
lobsters, snails, etc. That same sort of design, of course, would be perfectly suitable 
for bath rooms where there is the idea of water, and water elements, and all in all 
might be very amusing. The same sort of thing might be adopted in country deigns. 
The man who is probably moving out of the city to a small house in 
the country becomes interested in growing things, and isn’t there a thought 
here that we could argue with him to buy fixtures containing some of these 
elements, such as sheafs [sic] of wheat, scythes, rakes, leaves, berries, flowers, 
cornstalk stacks, weather vane symbols, etc.? Certainly in curtain and 
upholstery and wallpaper, they have used many such motives in selling them 
for country places. Isn’t there a though that we can use these in our lighting 
fixtures in much the same sort of way?388 
 
Guild complied, producing drawings that incorporated these details (fig. 4.17). As the 
Lighting Fixture Division developed, Guild organized the various decorative motifs into 
seven groups loosely derived from periods of American decorative arts. Consumers could 
purchase pieces from the Early English, Early American, Federal, Georgian, Empire, Classic 
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Modern, or American Adaptations groups. This system allowed Guild to craft myriad 
references into marketable narratives. The Empire Fixtures, for example, used “characteristic 
decorations of the period—the Imperial Star, the Torch of Freedom, the Victor’s Wreath of 
Laurel” highlighted by “traditional colors of the period—Directoire White, Republic Red or 
Corsican Green—each trimmed with Empire brass.”389 Such evocative names gave historical 
veracity to Guild’s designs and helped obscure the fact they were serially produced from 
industrial brass and copper. Notably, the groups were not matching sets but were 
interchangeable designs that allowed customers to express their own taste through their 
sympathetic selections. Within this freedom of choice, however, Guild still hoped to guide 
his consumers by suggesting which group was suitable for which type of home. The Early 
American Fixtures promotional pamphlet instructed that “if your interiors reflect Late 
Colonial styles, ask your dealer for Chase Federal and Georgian folders.”390 This instructive 
tone echoes belies Guild’s experience writing didactic decorating booklets and articles. 
Chase began advertising the new Division in June 1934, calling it the “first complete 
ensemble of authentically designed lighting fixtures.”391 The reference to “authenticity” 
undoubtedly derived from Guild’s prestige as an expert on Americana. In “The Designer 
Speaks,” a two-page introduction in the 1934 lighting catalogue, Guild emphasized the role 
of historical knowledge in his designs: “It has been my hope as the designer of this line that 
my years of collecting old, distinctive, lighting equipment have acted as the concrete basis for 
the pure period pieces.”392 The Goodwillie sconce, for example, was promoted as “an exact 
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copy from an original and very early piece of New England craftsmanship”—most likely 
from Guild’s collection.393 Even the lamps that deviated from historical precedents still 
contained aspects that drew upon the past. “While authenticity has been stressed and 
retained whenever possible in the period pieces,” Guild continued, “the related crafts of each 
period furnished inspiration for many of the supplementary items in the line. It may be a bit 
of MacIntyre carving for a finial or a piece of Stiegel iron work for a back plate but each 
lends a stamp of character and the feel of veracity.”394  
Guild’s historical modernism manifested itself in a number of his seemingly 
authentic designs, such as the Pine Tree Shilling sconce (fig. 4.18). Whereas the Early American 
coffeepot and Quiet Pool plates drew upon historical forms for their otherwise modern 
appearances, the Pine Tree Shilling sconce updated traditional materials and decoration to 
match contemporary manufacturing practices and tastes. The back plate of the sconce was a 
vertically-oriented lozenge with a crimped edge, bands of incised lines, and a plaque 
depicting a tree. The sconce’s name linked it to silver coinage made by John Hull and Robert 
Sanderson in the late 1600s for the first colonial mint in Boston (fig. 4.19). The shilling’s 
reverse featured a somewhat stylized and spindly pine tree, which Guild transformed into a 
lusher version with a more defined silhouette and flat planes. Guild’s tree more closely 
resembled the image on the Revolutionary-era New England flag as well as had a graphic 
presence in keeping with contemporary illustration. The lozenge shape and hash marks 
echoed the angularity of modernistic design, although the crimped edge kept the 
composition from appearing too stark and aggressive. Guild also updated the materials; the 
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fixtures were not hand-wrought, but were stamped, milled, and cast in an industrial setting. 
“Since nearly all of the original sconces and ceiling fixtures were made of tin,” a promotional 
brochure declared, “many of these Chase reproductions are finished in antique tin. Chase 
brass is the base metal.”395 Although the tin back plate and brass plaque quoted traditional 
metals, the juxtaposition of satiny silver and gold was more in keeping with 1930s taste. Such 
discrepancies, though, only affirmed the specificity of Guild’s sources, and while many of the 
designs were anchored in preindustrial American craft practices, they performed the 
thoroughly modern task of electrical illumination.  
In contrast to the subtle pluralism found in the Early American, Federal, or Empire 
groups, the Classic Modern fixtures were overt historicist statements. They were part of a 
larger strain of neoclassicism that appeared in modern design during the mid-1930s that 
resurrected the decorative motifs as well as the aesthetic theories of the ancient world. Some 
designers simply overlaid their products with classical details, like the engraved swags Arthur 
Douglas Nash applied to Malmaison stemware for Libbey Glass or the ionic capitals William 
S. Warren used on his Vogue flatware for Wallace Silversmiths. Other designers and 
tastemakers, such as curator Philip Johnson, saw classical ideals encoded in modernism’s 
geometric shapes. For the epigram to the catalogue of the Museum of Modern Art’s Machine 
Art exhibition, Johnson selected a passage from Philebus that linked modern manufacturing 
to the restrained geometries praised by Plato.396 Guild’s Classic Modern sconces were more 
closely aligned with the first group. The Athena sconce, for example, was an amalgam of 
stylized classical motifs: a fluted column of frosted glass mounted to a draped swag executed 
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in polished chromium plate, topped by a broad urn supporting a sprig of laurel. The 
elements derived from Greek architecture, but had no single prototype and had little 
connection to the attributes of Athena, the goddess of wisdom. The Diana sconce was a 
more literal evocation of its namesake, the goddess of the moon and of the hunt (fig. 4.20). 
The sconce was a semi-circular, frosted glass shade that resembled the moon. Affixed to the 
front was a version of Diana’s bow in chromium plate, poised as if about to be fired.  
The most compelling examples of historical modernism mined the past subtly. The 
lamps in the Classic Modern group were fanciful pastiches that invoked but had limited 
intellectual engagement with the classical world. This theatrical use of aristocratic historical 
reference rankled critics like Lewis Mumford, who advocated unifying modern aesthetics 
with the needs of modern life. He decried the “demi-Empire” as “elegant beyond the reach 
of the most polished manners of our time” and blamed the motion picture industry for 
promoting this ersatz style: “It seems that Hollywood says that it is a perfectly swell notion 
to combine the classic and the modern. That combination, as we say up in Duchess County, 
is something to think about all day and never do.”397 Although Guild’s lighting designs 
escaped attack from Mumford by name, the inclusion of his Elba fixture in the 1938 MGM 
film Wife vs. Secretary evince they were part of the decorative impulse Mumford deplored. The 
Classic Modern group represented an inversion of historical modernism, where the overt 
references were more decorative than intellectual.  
Guild’s association with Chase came to a sudden end. In April 1935 Guild wrote to 
Rodney Chase:  
 
                                                 
397 Lewis Mumford, “The Sky Line,” New Yorker, October 7, 1933, 50.  
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This last week I have been thinking quite a lot about our work with Chase 
Company and have come to the conclusion that under present existing 
conditions, I do not feel that I want to carry on any further. 
I appreciate thoroughly your interest and consideration in the past, 
and assure you there are no personal feelings involved in my decision. Nor 
have I any intention, at this time, of becoming affiliated with any concern 
merchandising products in the chrome market.398 
 
Chase was caught off-guard. “I don’t know what has influenced your decision,” he wrote, 
“but I cannot feel it is any lack of interest on our part for the things that you had in mind.”399 
The rift did not impact the company’s attitude towards Guild’s existing designs, as a number 
stayed in production until the late 1930s.400 Guild prided himself on the volume of his 
output, and his attentions may have drifted elsewhere. Although he assured Chase that he 
was not producing other chromium-plated wares, he was deeply involved with two 
competing companies: International Silver and Kensington Inc.  
Guild first contacted International Silver in October 1932, “offering a new and 
practical plan for the designing of silverware which, to my knowledge, has never been used 
by any firm.”401 As Jewel Stern has described in detail, the following year Guild developed 
International’s Gift Ware line of silver plated and enameled hollowware and serving pieces.402 
International introduced these “smart gifts for smart people” in early 1934.403 The Gift Ware 
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line flourished and the following year International introduced a complementary line that 
Guild called The Contemporary Group. Although the name affirmed the newness of the designs, 
Guild’s initial list of potential titles—including Modern Master Silver Craft, Neo-Style, Modern 
Craft Group—affirmed a link to the lineage of hand wrought silver.404 Products from the Gift 
Ware and The Contemporary Group lines are indistinguishable, however, and were marketed 
together.  
“For the first time,” wrote Helen Sprackling in the New York Herald Tribune, “a well 
known silver company is offering matched giftware in the modern form.”405 Despite 
Sprackling’s emphasis on the modernity of the line, many pieces drew upon historical 
prototypes for their decoration or their function. While planning The Contemporary Group, 
Guild and Harrison Corbin—his counterpart at International—discussed what forms were 
missing from the Gift Ware line. “From a practical point of view, there must be a demand for 
a large size after dinner coffee pot. The standard coffee pots hold very little and at least in 
my home, are a source of continual annoyance,” Corbin wrote to Guild. “Would suggest one 
built along tall straight lines similar perhaps to the accepted George I dimensions. This could 
be built with an appropriate sugar and cream and either with the curved handle or a straight 
arm handle.”406 Five days later, Guild drew the model 5864 coffee set that he named His 
Royal Highness (fig. 4.21).407 The playful title referenced both the inspiration of George I and 
the regal height of the coffeepot. In addition to appropriating Georgian proportions, Guild 
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adapted Georgian appearances. The vessels were cylinders embellished at the base with 
reeding, which evoked the smooth bodies and applied molding of Georgian silver. Similarly, 
vegetal finials and swags below the spout and handles were stylized versions of Georgian 
decoration. Guild’s design reinterpreted historical motifs for mechanical production, 
reducing each element to a nearly abstract form.  
International’s sales catalogue suggested that the ample size of His Royal Highness 
“will eliminate for the embarrassed hostess those painfully obvious ‘refill’ trips to the 
culinary regions.”408 This marketing approach mimicked popular advertisements that used 
the fictive threat of social impropriety to sell wares.409 The three piece set of pot, sugar bowl, 
and creamer retailed for $35 in 1934; the round tray was optional, but was shown with the 
set in Silver: An Exhibition of Contemporary American Design by Manufacturers, Designers and 
Craftsmen at the Metropolitan Museum of Art in New York in 1937.410 
Guild based the design of the Regency asparagus platter on historical models as well 
(fig. 4.22). The name of the model 5847 platter evoked the style of early nineteenth century 
neoclassicism in Britain. Its central decoration was fasces and stars pierced onto the insert, 
motifs lifted from classical architecture. As with his lighting designs for Chase, Guild readily 
drew upon images from antiquity, and in 1937 Guild told Gift and Art Buyer that “we find 
classical shapes entering into great popularity.”411 The platter had a rectangular tray with 
canted corners and flat, ribbed handles that were starkly modern. The addition of the pierced 
insert added a historical note to the design, allowing the overall composition to appeal to 
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both progressive and conservative tastes. While the design had modern elements, the form 
itself was anachronistic. By the mid-1930s, tastemakers advocated the use of multifunction 
service pieces for more informal entertaining.412 Guild’s asparagus platter was in the 
nineteenth century tradition of formal, use-specific dining forms, which at least one 
commentator recognized. “The International giftware line,” noted Creative Design magazine, 
“has an eye on the food and drink connoisseurs.”413 Items like the asparagus platter, as well 
as the caviar server, toast plate, and chafing dish, seemed ideally suited to affluent 
households that could afford to purchase such specialized forms.  
The Gift Ware line included two cocktail shakers designed for the “superbly modern” 
act of drinking.414 The Tall Boy and the Slim Jim were each towering columns of silver plate 
with domed lids and spherical caps (figs. 4.23 and 4.24). The model 5840 Tall Boy had a wide 
band of reeding at the bottom of the shaft and reeding on the lid; its base, upper shaft, and 
cap were enameled Mandarin red, Ebony black, Eden green, or Mediterranean blue. The 
model 5833 Slim Jim was all silver, with four bands of incised lines that decreased in width as 
they moved up the shaft. The shakers were offered with optional model 5839 cocktail cups 
that had similar incised lines as the Slim Jim. Harper’s Bazaar called the Tall Boy “a stunning 
streamline shaker” while the Gift Ware catalogue described the Slim Jim as a “projectile.” 
These descriptions accentuate their aggressively modern, aerodynamic qualities, but in 
Modern Magazine Guild revealed that they were in fact inspired by earlier metalwork. 
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Today, however, the cycle of design has made a complete revolution, for we 
find ourselves back to the severe plainness of Early American… For 
instance, a nationally known silversmith [Guild] has just come forth with a 
modern cocktail shaker. Although we have no Early American counterpart 
with which to compare it, nevertheless let’s consider it from the standpoint 
of plainness and utility. This shaker has been made tall purposely, for what it 
lacks in breadth it makes up in height. And there’s ample reason for this. Its 
thin body fits into the hand comfortably. No wasted time slipping or 
gripping. Those ribbed bands at the bottom serve a utilitarian as well as 
decorative purpose. They form a non-slip grip.415 
 
In addition to being utilitarian, the width of the incised bands and their location on the 
shakers recall the midribs used to mask horizontal seams and the engraved banding on early 
pewter (fig. 4.25). The squat bases also evoke the molded feet applied to silver and pewter 
beakers, flagons, and other cylindrical vessels. Guild abstracted these stylistic quotations, 
which kept his designs appropriately modern for a modern form yet as “plain, to the point, 
and useful” as historical examples.416 
Despite the initial success of the Gift Ware line, consumer interest plummeted and in 
1936 both lines were discontinued. Remaining stock languished on shelves and retailers 
offered steep discounts; in 1937 Mandel’s department store advertised the Regency asparagus 
platter for $9 and the Tall Boy shaker for $5.95 (both originally $18).417 During the mid-1930s 
the Depression seemed unending, so it is unsurprising that Guild’s silver lines failed. The 
specialized forms were out of step with the contemporary trend for increased informality in 
entertaining and the high-quality silver plate was beyond the reach of many consumers. Plus, 
the market for silver was being encroached upon by chromium plate, aluminum, and other 
metals. Inadvertently, Guild may have played an indirect part in the demise of the Gift Ware 
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line through the popularity of one of his competing projects. “As Will Rogers says,” 
Harrison Corbin wrote to Guild, “‘All I know is what I see in the papers’ and I notice that 
you are now in the aluminum business.”418 
Guild reunited with Aluminum Cooking Utensil Company (ACUC) in the spring of 
1933—concurrent to his involvement with International Silver and Chase Brass & Copper. 
Guild sent William C. White, president of ACUC, a proposal and drawings for a line of 
aluminum products that included giftware, lighting fixtures, and furniture. The following 
January, C.G. Towne, the manager of sales promotion, alerted Guild that they were finally 
prepared to explore a giftware line but expressed hesitancy about entering the lighting or 
furniture markets.419 Guild concurred that the direction of his proposed line needed revision: 
“I feel, on seeing our sketches again that many additions and revisions should be made in 
order to get the most in returns. Of course, when I submitted those sketches to Mr. White, 
they were merely to show a versatility of use, not in any way actual finished conceptions or 
designs.”420 
“It is amusing to look back at our drawings after a year,” Guild wrote to Towne, “for 
since they were made, many companies have brought out similar articles which have met 
definite good sale.”421 To assess these similar articles, Towne sent his colleague, Emmy Lou 
Heller, to Pittsburg-area department stores to research what products were popular at 
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various price points.422 Towne and Heller also compiled clippings depicting modernist silver, 
chrome, brass, and other metalwork, which they sent to Guild. The clippings offer telling 
insights into ACUC’s vision for their new housewares line; the images ranged from 
European objects, like a Scandinavian sterling and ivory pitcher in the style of George 
Jensen, to the products of their American competitors, such as Walter Von Nessen’s Stirring 
Cocktail Mixer for Chase Brass & Copper and the Décor Set of candlesticks and bowl from 
Manning-Bowman’s new houseware line (fig. 4.26).423 Of the sixteen images included in the 
packet, almost half related to drinking and entertaining: cracker and napkin holders, cocktail 
mixers, and drink trays. The desire to make these types of forms resulted from the repeal of 
Prohibition, which created a sudden demand for drinking paraphernalia and related 
accoutrements for cocktail parties, bridge parties, and other social events where one could 
imbibe. Vases and decorative bowls were the second most prevalent type of objects 
illustrated—pieces that made ideal hostess or wedding presents, another profitable market 
during the 1930s. Towne and his colleagues carefully positioned their nascent giftware 
division in terms of the demands of the marketplace—the styles were derived from 
sophisticated, but not avant-garde, examples and the functions were based upon dominant 
social trends in entertaining and gift-giving. 
The next task was to define the material and name of the new line. The challenge 
“was to develop a finish for our proposed items that would be different from the Russel 
Wright finish and different from the Wendell August finish,” ACUC president William C. 
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White wrote to Guild.424 Wright produced a widely publicized line of spun aluminum 
housewares with concentric lathe marks that gave the aluminum a matte finish that was 
simultaneously industrial and tactile.425 Wendell August was known for his forged aluminum 
housewares that often had die-struck ornamentation and hammered surfaces. White believed 
he had found an alternative:  
 
I am sending you a piece of sheet which has been rolled into a cylinder and 
welded from one end to the other…. It is made of a new magnesium alloy 
which has been alumilited. The finish is different from the ordinary 
aluminum finish, and the closest we can come to silver with our present 
knowledge. I think you will agree that the welds, if carefully made, will not be 
objectionable, that it does not finger-mark, and that it is an agreeable or 
satisfactory finish for a line of gifts.426 
 
This aluminum-magnesium alloy was discovered around 1931 and called XA57S, but in 1934 
was renamed Kensington, after New Kensington, Pennsylvania, where ACUC was 
headquartered.427 “We have been considering a name for the Gift line,” Towne wrote to 
Guild, “and out of 60 or 70 suggestions discussed to date, ‘Silva-Lume’ looks best to us. 
How does it strike you?”428 Apparently, it did not, and within a few months the name 
Kensington was adopted for the gift ware line, thus eliding the branded material with the 
products made from it.429  
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Towne asked Guild to investigate taking a space at the annual New York Gift Ware 
Show in July to announce the launch of Kensington, but a series of strikes and union unrest 
stalled aluminum production in the spring and summer of 1934 and it is unclear whether 
Kensington was able to exhibit.430 In early July, Kensington leased a “large space” on the 
twenty-first floor of the RCA Building at Rockefeller Center to use as offices and display 
space for the new line.431 By August, Kensington began to be promoted in industry 
magazines like Gift and Art Buyer, which illustrated the Marlborough vase.432 Kensington finally 
launched in the fall of 1934 with a national advertising campaign. 
Guild’s designs for Kensington blended modernity with historicism. This pluralistic 
aesthetic not only derived from Guild’s personal taste, but also from research he undertook 
in 1933 when contemplating a line of aluminum furniture for ACUC. Guild surveyed one 
hundred magazine editors, decorators, and retailers about the potential market for aluminum 
furniture and, perhaps more importantly, about what styles were popular with the buying 
public. A representative from W. and J. Sloan remarked there were “no calls for modern,” 
and that it was “terrifically expensive if good and few homes in general are suitable for 
modern.” B. Altman lamented they had only “one in one hundred customers” interested in 
modern furniture, while Macy’s claimed its top three best-selling styles were “Moderne, 
Georgian, and French.” A decorator with Flint & Horner commented that clients mostly 
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requested Biedermeier or eighteenth century British furniture.433 Guild drew upon this field 
research to create a line of housewares that appealed to disparate yet predominantly 
historicist tastes, which he accomplished by carefully selecting the decorative motifs and by 
incorporating secondary materials. 
Kensington metal had a pale gray, satin finish that the company claimed “glows with 
the soft luster of old silver.”434 The evocation of sterling gave the novel alloy a gloss of 
historical propriety as well as elevated the social stature of the industrial material. An article 
in the Manufacturing Jeweler ascribed further prestige to the material, reminding readers that 
aluminum was considered a precious metal in the nineteenth century and was favored by 
Napoleon, Princess Eugenie, and King Maha Mongkut of Siam. The article implied that 
because of Kensington, “aluminum again is considered a jewelry store metal.”435 Yet, despite 
the softness of the finish, the spun and extruded forms still had a mechanical precision that 
could be perceived as cold. Thus, Guild added elements in brass that were rough cast and 
selectively polished to produce an antique appearance. One review admired how “the old 
[brass] alloy, dating from prehistoric times, is combined with the newest of the twentieth 
century, aluminum.”436 The brass alloy used by Kensington was 75% copper, 24% zinc, .5% 
tin, and .5% aluminum, a variant of Prince’s Metal that was sometimes used as imitation 
gold.437  
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Guild’s addition of textured brass relieved the austerity of the smooth aluminum, 
added a secondary color, and provided an avenue for embellishment. Some applications of 
brass were purely decorative, as in the Zodiac tray where a brass circle cast with astrological 
symbols defined the center of a large serving tray. Other uses were more functional, as in the 
Thistleton covered dish, where the foot was a brass band decorated with laurel branches and 
the finial was a cylinder with stylized thistles (fig. 4.27). On two designs, Guild used glass as a 
contrasting material: the Folkstone bowl had a foliate, brass appliqué and rested on three glass 
balls and the Stratford bowl had a large glass sphere for a stem. Although the brass finish 
gleamed like gold, the castings were not crisp. The brass evoked history—the softened, gritty 
finish of old cast iron stove plates or of weathered carving—creating a tension between the 
mechanical perfection of the aluminum and the worn surface of the mounts and appliqués. 
The studied imperfections of the brass emulated patina. As Grant McCracken has written, 
patina was a signifier of upper-class status, yet Kensington appropriated its looks and 
associations for their middle-class consumer goods.438 
Internal memoranda reveal that in November 1934 Kensington worried its price 
point was too high compared to companies like Chase, and so C.G. Towne suggested 
eliminating the brass elements on new designs as a cost-cutting measure.439 The brass was 
not fully eradicated, but items with stamped and engraved decoration were added to the line. 
The Dover bread tray had thistles stamped into the handles, an engraved stag leapt across an 
arc of stars in the center of the Northumberland canapé plate, and the Sherwood vase had bands 
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of incised lines encircling its base (fig. 4.28).440 Like most of the pieces in the Kensington 
line, the Sherwood series was formed from standardized shapes that were easily produced by 
the company’s extruding machines and lathes. Kensington supplied Guild with a copy of 
their extruded shape book, so he could keep the available shapes in mind as he designed.441 
The Sherwood vase—part of a larger suite that included a bowl and candlesticks—was a 
column of aluminum with a slightly flared rim and inset foot. The austerity of the design has 
appealed to later scholars, who praised its “air of restrained, modern good taste” and “the 
banding at the base [that] are tenets of streamlining.”442 This formalist reading sets the 
Sherwood apart from the rest of the Kensington line, but is misleading as the vase exhibits the 
same historical modernism as other pieces in the line. As with Guild’s designs for 
International Silver, the banded base reinterpreted the applied moldings on early American 
silver and pewter (see fig. 4.25). Guild maintained the location of the molding at the vessel’s 
foot, but abstracted it into evenly-spaced horizontal lines. He further divorced the 
decoration from its origins by insetting it. When Paul T. Frankl delineated attributes of 
modernism in the late 1920s, he suggested replacing furniture’s projecting cornices and foot 
moldings with setbacks.443 His approach did not banish extraneous ornament but only recast 
it along modernist lines. In this manner, Guild’s adaption of the molding on the Sherwood 
vase followed an existing precedent for reforming traditional details to create a new 
aesthetic.  
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The Shell canapé plate differed from most of Guild’s Kensington designs in that the 
whole form of the plate was its decoration (fig. 4.29).444 The plate was circular in plan with 
sections notched out to define the auricles and hinge line of a scallop shell and with 
engraved lines suggesting the ridges. Guild drew upon the long history of silver and ceramic 
shell-shaped plates used to serve sweetmeats and other delicacies (fig. 4.30). Guild’s 
historically modern version retained the idea of the original but updated its appearance and 
function, relocating it from the banqueting table to the buffet or cocktail party. The 
exaggerated scale of the plate and its schematic, linear decoration echoed the surrealist-
inflected classicism that appeared during the late 1930s. When such pluralism first appeared, 
critics like Lewis Mumford decried it as a dilution of modernism’s purity, but the popularity 
of the style with Hollywood, magazines, and consumers affirmed the desirability of a 
tempered, historically-informed version of modernism.445 
Whether cast in brass or engraved, the decorative motifs Guild used furthered the 
line’s historical allusions. Part of Guild’s design process was to gather consumer data so 
potential products met consumer expectations.446 Guild asked members of garden clubs to 
describe their ideal vase. Respondents articulated the desirability of a broad opening at the 
rim and a weighted base to prevent tipping.447 These attributes were incorporated into the 
design of the Laurel and Marlborough vases (fig. 4.31).448 The Marlborough was part of 
Kensington’s original offering and had a heavy brass foot cast with stylized laurel wreathes 
joined by their stems with a fluttering bow. These details overtly linked the vase to 
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neoclassical prototypes, such as an American glass pitcher, the type of which Guild included 
in the Geography of American Antiques, which was engraved with similar swags of laurel and 
wheat tied with bows (fig. 4.32). Melding field research with Federal decorative elements 
produced an object that responded to contemporary needs yet would not deter traditionally-
minded consumers. The laurel leaves on the Marlborough vase broadly suggested the type of 
foliage that would fill it, but Guild’s references were sometimes more literal, like a quill 
feather wrapped in a fillet used on a desk set or a frieze of grapes used on a wine cooler.  
The names Guild chose for his Kensington designs were grounded in a particular 
history and geography. The Mayfair water pitcher, Hyde Park serving dish, and Chelsea serving 
tray referenced sections of London. The Folkestone bowl, Yorkshire covered cake tray, and 
Sherwood vase evoked England’s countryside. The Stratford bowl and Dorchester double serving 
dish conjured up areas in Britain and the North American British colonies. Even when Guild 
made up the names, they retained an Anglo-Saxon air, such as Thistleton and Briarton covered 
dishes and Coldchester cocktail shaker. These patrician-sounding names metaphorically 
reached back through the American Colonies to the British Isles and played a pivotal role in 
how Kensington marketed itself.  
The original name for Kensington Inc. was the Gift and Gadget Division of the 
Aluminum Cooking Utensil Co., a formula that mirrored the giftware departments of other 
manufacturers, like the Specialty Division of Chase Brass & Copper.449 Establishing 
Kensington as a self-standing subsidiary disassociated it from ACUC, particularly in 
promotional materials, where the parent company was almost never mentioned. This 
                                                 
449 C. G. Towne to Lurelle Guild, January 26, 1934, “General Aluminum Cooking Utensil and Kensington” 
folder, box 2, Lurelle Guild Papers. 
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allowed Kensington to create its own, upscale identity, untainted by the workaday cooking 
implements produced by ACUC. The language of Kensington advertisements signaled 
exclusivity: the metal was “gracious” and “glows with the soft luster of old silver;” the 
designs were “authentic,” would “flatter the bride,” would provide “everlasting gratitude” 
for “months and years to come,” and were available at “better stores” and “leading 
department stores, jewelers, and specialty shops.”450 Such rhetoric was a variation of the sales 
strategy that Roland Marchand termed the Democracy of Goods, which depicted members 
of the upper class using products also available to the average consumer.451 Instead of using 
socialite endorsements in its advertisements, Kensington’s promotional language positioned 
the mass-produced housewares as ideally suited for elite homes.  
Kensington’s advertisements presented the designs, with their aristocratic names, as 
heirlooms-in-the-making that would happily coexist with one’s “old silver.” With their “soft 
luster,” Kensington wares left the factory floor with the patina of age and respectability 
already in place. A feature in Country Life on ideal gifts for fall brides affirmed Kensington’s 
heirloom potential: a Kensington tray was depicted on a sideboard next to a Gorham Queen 
Anne-style coffee set and a Wedgwood plate, designs imbued with a sense of history.452 But 
unlike actual antiques, which, as Susan Stewart observes, “bear the burden of nostalgia for 
experience impossibly distant in time,” pieces of Kensington were antiques only through 
inference.453 Advertisements for Kensington included leather-bound books or tables set with 
lace, silver flatware, and crystal, images that spoke to those who had, or—perhaps more 
                                                 
450 “Kensington advertisement,” Vogue, October 15, 1934, 109; “Kensington advertisement,” New Yorker, 
November 24, 1934, 93; and “Kensington advertisement,” American Home, May 1935, 498. 
451 Marchand, Advertising the American Dream, 290-91. 
452 “Something Borrowed,” Country Life (USA), October 1934, 54. 
453 Stewart, On Longing, 140. 
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pointedly—aspired to have the finer things in life. When cost was mentioned in Kensington 
advertisements, it was with disbelief: “You will find the prices far below what such authentic 
beauty usually commands.”454 Nowhere was it mentioned, though, that what allowed for the 
low cost (and even what dictated many of the “authentic” shapes) were the sizable 
infrastructure and industrial lathes and extruders of the Aluminum Cooking Utensil 
Company.  
As the Kensington line continued to evolve over the course of the 1930s, Guild’s 
neoclassical decoration became increasingly colonial. The Coach ‘N Four tray, designed 
around 1939, featured a racing stage coach on each handle and the Lexington tray, patented in 
1941, had a Revolutionary War soldier in the center flanked by stars.455 The appearance of 
patriotic symbols in the late 1930s mirrored larger political sentiment as the war in Europe 
encroached on America. By the late 1930s, in-house designers at Kensington augmented the 
line with additional pieces but Guild remained the primary creative force behind the brand’s 
aesthetic.456 The line continued to evolve and develop until production was suspended 
during World War II. 
Kensington measured the success of Guild’s designs by sales—$500,000 a year—but 
the line’s success can also be gauged by the copycat designs that followed, including Rideout 
Giftware, a line of Lunite metal housewares embossed with decorative panels and introduced 
                                                 
454 “Kensington advertisement,” House & Garden, December 1934, 6. 
455 Drawing of The Lexington oval serving dish, “Drawings—Kensington,” folder, box 43, Lurelle Guild Papers. 
456 Kensington did not use Guild’s name consistently in prewar advertising, so the most reliable way to assure 
Guild’s authorship of a design is through his numerous design patents. When in-house designers added to the 
line, they tended to adhere to Guild’s aesthetic sensibilities. Samuel C. Brickley, for example, created a pair of 
candlesticks in 1939 based upon Guild’s 1934 Stratford bowl, transforming the single bowl into a full 
centerpiece set. U.S. design patent 118,552, filed November 3, 1939, issued January 16, 1940. 
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in 1939.457 Notably, Rideout appropriated the overall appearance of Kensington, but 
replaced the historically-grounded decoration with abstracted foliate motifs that conveyed 
less aesthetic authority. 
Guild emphasized the comingling of modernism and history in his designs for 
Imperial Wallpaper Company. In 1935, the Hartford Courant announced that “a leading 
American wall paper manufacturer is specializing in artist designed wall papers with the 
artist’s name on the margin of each pattern.”458 The stable of designers hired by Imperial 
included Guild, Nancy McClelland, Baron and Baroness Von Schenk, and Isabel Croce.459 
Guild’s contributions included, among others, Thistle, a spare pattern of thistles against a 
plain background; The Golden Harvest, a pattern of stylized wheat stalks against a plain 
background; The Sailor’s Return, tasseled swags and sunbursts alternating with figural groups; 
and Robert Fulton, a scrollwork grid containing images of boats, buildings, anchors, and 
scythes. The motifs of wheat stalks and steamboats drew upon a historical visual vocabulary 
to which Guild had ready access. He described his various sources in Modern Home magazine: 
“In searching out these designs we were fortunate in finding a number of old band boxes 
that were covered with gay fragments of paper…[and] old chintzes and fabrics that you 
have, probably at one time or another, hoped someone would reproduce.”460 The patterns 
were not mere reproductions of old papers and textiles, however. “Many of them were 
scaled too large for modern day living,” Guild described, “so we carefully transposed them 
                                                 
457 “Designer for Mass Production,” 233. Rideout Giftware was created by noted industrial designer John 
Gordon Rideout and used another branded material: Lunite. Gift and Art Buyer, November 1939, 6. Rideout 
Giftware was not the first time Rideout used Guild’s work as inspiration. A cast aluminum kettle he designed 
for Wagner Manufacturing Company was based on Guild’s Wear-Ever kettle. Van Doren, Industrial Design, 38-
39. 
458 Elizabeth MacRae Boykin, “Pleasant Homes,” Hartford Courant, September 15, 1935. 
459“Famous Designers Create New Wallpapers,” Canandaigua (New York) Messenger, April 7, 1937. 
460 Lurelle Guild, “Walls Come into Their Own!” Modern Home, 7, no. 3 (1935): 2. 
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into a smaller scale.” He also drew imagery from varied sources. Robert Hudson, for example, 
was based on a print of the famed steamship plowing the Hudson that Guild discovered “in 
an attic in New Hampshire.” Guild abstracted the scene, transforming the water into a band 
of wavy blue lines. Similarly, the groups in The Sailor’s Return were copied from Staffordshire 
figurines, similar to the figurine Guild included in his 1926 cover for Country Life (see fig. 
2.5). The ceramic figurines were themselves based on a pendant pair of sentimental prints—
The Sailor’s Adieu and The Sailor’s Return—first published in 1847 by Nathaniel Currier for 
Currier and Ives.461 Guild’s conscious choice to replicate the figurines and not the prints 
created a subtle intellectual game: the two-dimensional prints became three-dimensional 
sculptures that became a two-dimensional wallpaper pattern.  
Although Guild’s wallpaper patterns were based on historic motifs, he did not see all 
of them as historicizing. “For those whose tendencies run towards modernism, we have 
designed new papers which give forth the spirit of today,” such as The Golden Harvest.462 
Three stalks of wheat and two crossed leaves became symmetrical silhouettes that were 
repeated against a plain background. The severity of the delineation and the abstracted 
details made them appear modern, but the motif had a long lineage. Wheat stalks were 
particularly popular during the Federal period, where they symbolized both the fecundity of 
the American landscape and the potential of American democracy. The adoption of these 
timeless images—wheat, thistles, quills, laurel wreaths, etc.—engaged with, rather than 
alienated, the past and imbued the patterns with a sense of historical authority despite their 
modern appearance.  
                                                 
461 Gale Research Company, Currier & Ives: A Catalogue Raisonne  (Detroit, MI: Gale Research, 1984), 2:589-90. 
462 Guild, “Walls Come into Their Own!” 2 
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Commentators recognized the potential for historically modern wallpapers: 
“Traditional motifs, though no longer slavishly copied as in the past, have not been cast 
aside,” Winnifred Fales wrote in 1935, “but are being newly interpreted with greatly 
simplified details, fewer colors, and a crisp, clear-cut rendering that harmonizes as well with 
modern furnishings.”463 Fales advocated washable walls as appropriately modern and 
hygienic, drawing attention to the Imperial line.464 The innovative washable surface was a key 
part of Imperial’s advertising, yet they also emphasized the attractiveness of their patterns.465 
As Guild noted, his designs had “the charm of the past combined with modern practicality,” 
thereby linking historicized design with modern technology.  
Guild turned to his collection again for inspiration for a series of birdcages he 
designed in 1938. The cages were intended “to fit into rooms that are furnished in the most 
popular of the various periods” and came in five styles: Early American, Chippendale, 
Sheraton, Duncan Phyfe, and modern.466 Many of the designs were loosely based on period 
architecture, but the Early American birdcage was a replica of one in Guild’s collection, 
supposedly discovered in Salem, Massachusetts. It had maple spindles at the corners and a 
curved cornice around the top. To these historically referential designs, Guild added “all the 
newest ideas in bird cage mechanics—wide doorways, movable spring perches and sliding 
tray bottoms,” thereby rendering the traditional forms functionally modern.467 These 
birdcage designs were not sui generis; in 1931, Guild illustrated a survey of contemporary 
birdcages for American Home that included modernist designs but none with defined 
                                                 
463 Fales, What’s New in Home Decorating, 6. 
464 Ibid., 11. 
465 “Imperial Wallpaper Company advertisement,” American Home, February 1936, facing 49. 
466 Claire Winslow, “And Now Period Bird Cages Add to Room Beauty,” Chicago Daily Tribune, October 9, 
1939. 
467 “For Discerning People,” Architectural Forum, August 1938, supp. 12.  
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historical references.468 Thus, Guild’s birdcages drew upon his collection to fill an apparent 
void in the marketplace, for as one reviewer observed, “none of these is cheap, but all are 
the only ones made anywhere in period patterns.”469 
In late 1939, Guild designed a Table Saver for Corning (fig. 4.33). Corning’s Pyrex 
brand of heatproof, borosilicate glass cook- and serveware had been on the market since 
1915 and consisted mainly of pots and baking dishes.470 Although the Table Server was more 
self-consciously decorative than the rest of the line, it served multiple functions: it was a 
trivet, or when inverted, an ashtray or a serving dish. It was a simple square with canted 
corners, but Guild’s original thought was to embellish the central reserve with a colonial 
figure.471 Some kind of decoration was necessary to obscure the chill lines that occurred 
when the molten glass encountered the cooler mold, but apparently Corning did not opt for 
the overly historical motif. Instead, they selected a more subtly historical laurel wreath. The 
wreaths could contain initials, which Guild suggested, “always go over in a big way. They 
add an individual or personal feature that appeals…. There is no doubt that giving this table 
saver a personal touch will do wonders to the sale.”472 The Table Saver was not widely 
distributed but was offered as a special premium to commemorate Pyrex’s twenty-fifth 
anniversary; housewives purchased it by sending in their desired initial, 35 cents, and a label 
from a Pyrex dish.473  
                                                 
468 Lurelle Guild, “Harmony in Color and Song,” American Home, January 1931, 288. 
469 Winslow, “And Now Period Bird Cages.” 
470 Blaszczyk, Imagining Consumers, 220. 
471 Unapproved design drawing, “Corning” folder, box 39, Lurelle Guild Papers. 
472 Lurelle Guild to Robert Whitney, April 17, 1940, “Corning Glass Works, 1939-1942” folder, box 5, Lurelle 
Guild Papers. Personalizing goods with initials became increasingly popular during the 1930s and Guild may 
have been inspired by similar goods on the market, such as initialed glass trivets produced by Ovington’s 
“Ovington’s advertisement,” House Beautiful, May 1938, 12. 
473 “Pyrex advertisement,” Life Magazine, September 9, 1940, 57. 
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For Proctor and Gamble, Guild designed a Catalin bath brush decorated with an 
Egyptian head. The brush was a promotion for Ivory Soap, and akin to the Pyrex Table Saver, 
could be purchased by mailing in a small fee and four Ivory Soap wrappers. “In designing 
this brush I was inspired by a famous design of ancient Egypt, a beautiful classic motif 
immortalized by artists throughout the ages.”474 Guild executed the timeless design in an 
assuredly modern material: Catalin, a phenol formaldehyde discovered in 1928.475 Catalin had 
coal-tar dyes dissolved in its resin that gave it clarity of color that was seen as superior to 
Bakelite. The application of a Pharaonic head to a plastic bath brush was more historicist 
embellishment than historical modernism, but it suggests Guild’s willingness to look broadly 
at the history of design for inspiration. 
Guild embraced industrial design when the field was in its infancy in the United 
States and continued to promote the importance of “eye-appeal” in manufactured goods 
during the 1930s.476 Guild’s activities as an industrial designer merged his interest in 
Americana with the streamlined aesthetic preferred by Depression-era manufacturers. His 
broad range of clients mirrored the heterogeneous efforts of his colleagues, but the historical 
inflections in his designs set him apart. Many of his peers—such as Walter Dorwin Teague 
or Normal Bel Geddes—were resolutely utopian and forward-looking in their designs. 
Guild’s efforts unified the past with the present in order to make products that were 
accessible and appealing to the average American consumer. This awareness of consumer 
taste surfaced in Guild’s process as well, which often included field research and prototype 
                                                 
474 “Ivory Soap advertisement,” Baltimore Sun, September 25, 1938. 
475 Jeffrey L. Meikle, American Plastic: A Cultural History (1995; repr. New Brunswick, N.J.: Rutgers University 
Press, 1997), 75. 
476 Guild frequently referred to the importance of “eye-appeal” when designing for industry; cf. “Designer for 
Mass Production,” 228. 
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testing. Most of his designs for industry were not revolutionary; they were created to be 
timeless and to appeal to both conservative and avant-garde tastes. His predominantly 
middle-class audience responded to the historical modernism of his designs that allowed his 
products to seamlessly integrate into their homes. During the 1930s, Guild continually tried 
to keep pace with stylistic trends and the latest manufacturing processes but the designs of 
the past provided the most consistent inspiration for his vision of modern America.  
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Figure 4.1 
Lurelle Guild for Wear-Ever division of Aluminum Cooking Utensil Company 
“The Early American” Drip Coffee Pot, 1932 
Aluminum and Bakelite 
Metropolitan Museum of Art, John C. Waddell Collection, Gift of John C. Waddell, 
inv. no.  1998.537.20a-d 
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Figure 4.2 
Jabez Halsey 
Teapot, ca. 1790–1800 
Silver 
Yale University Art Gallery, Mabel Brady Garvan Collection, inv. no. 1930.1008  
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Figure 4.3 
Lurelle Guild for C.F. Church Manufacturing Company 
Vanity, 1933 
From American Home, October 1933 
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Figure 4.4 
Card Table, 1790–1810 
Mahogany with mahogany, birch, and satinwood veneers; eastern white pine and 
birch 
Yale University Art Gallery, Mabel Brady Garvan Collection, inv. no. 1930.2068  
  
 
 
Figure 4.5 
Probably John Seymour with Thomas Seymour 
Side Chair, 1795–1805 
Maple and birch 
Museum of Fine Arts, Boston, Gift of Mrs. Isabel Bullard Brown of Lynn, Mass., 
Miss Mary B. Bullard and Frederic S. Bullard of Portland, ME, inv. no. 37.618 
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Figure 4.6 
Lurelle Guild for Chase Brass & Copper 
Drawing for a Goblet, 1933 
Graphite on paper 
Lurelle Guild Papers 
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Figure 4.7 
Lurelle Guild for Chase Brass & Copper 
Architex Adjustable Centerpiece, 1934 
From: 1934 Specialty Sales Division Catalogue, 14 
 
 
 
Figure 4.8 
Flower Brick, ca. 1750 
Tin-glazed earthenware 
Yale University Art Gallery, Gift of Margaret and Beekman Cannon, inv. no. 
2005.141.35  
203 
 
 
 
 
Figure 4.9 
Lurelle Guild for Chase Brass & Copper 
Quiet Pool Plates, 1934 
Chromium-plated brass 
Private collection 
 
 
 
Figure 4.10 
Daniel Curtiss 
Plate, ca. 1822–40 
Pewter 
Yale University Art Gallery, Mabel Brady Garvan Collection, inv. no. 1931.243 
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Figure 4.11 
Lurelle Guild for Chase Brass & Copper 
Athena Candelabrum, 1934 
Chromium-placed brass 
From: 1935 Specialty Sales Division Catalogue, 7 
 
 
 
Figure 4.12 
John Scofield 
Pair of Candelabra, 1792 
Silver 
Courtesy S.J. Shrubsole 
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Figure 4.13 
Lurelle Guild for Chase Brass & Copper 
Pretzelman, 1933 
Brass 
Private collection 
 
 
 
Figure 4.14 
Lurelle Guild for Chase Brass & Copper 
Newspaper Rack, 1935 
From: 1935 Specialty Sales Division Catalogue, 27 
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Figure 4.15 
Lurelle Guild for Chase Brass & Copper 
High Hat Jigger, 1935  
Chromium-plated brass 
Private collection 
 
 
 
Figure 4.16 
Lurelle Guild for Chase Brass & Copper 
Colonel and Colonel’s Lady Lights, 1934 
Enameled brass and glass 
Courtesy Jackson’s Auctions  
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Figure 4.17 
Lurelle Guild for Chase Brass & Copper 
Ship Detail for Sconce, probably 1933 
Graphite on paper 
Lurelle Guild Papers 
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Figure 4.18 
Lurelle Guild for Chase Brass & Copper 
Pine Tree Shilling Sconce, 1934 
Reprinted from: Chase Lighting 
 
 
Figure 4.19 
John Hull and Robert Sanderson  
Pine Tree Shilling, 1667–74 
Silver 
Yale University Art Gallery, Gift of the Mabel Brady Garvan Collection, inv. no. 
1930.1366  
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Figure 4.20 
Lurelle Guild for Chase Brass & Copper 
Diana Sconce, 1934 
Reprinted from: Chase Lighting 
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Figure 4.21 
Lurelle Guild for International Silver 
His Royal Highness Coffee Set, 1934 
Silver plate and wood 
John C. Waddell Collection 
Photograph by Tony DiCamillo 
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Figure 4.22 
Lurelle Guild for International Silver 
Regency Asparagus Platter, 1934 
Silver plate 
John C. Waddell Collection 
Photograph by Tony DiCamillo 
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Figure 4.23 
Lurelle Guild for International Silver 
Tall Boy Cocktail Shaker, 1934 
Silver plate with enamel and lacquered wood 
Metropolitan Museum of Art, John C. Waddell Collection, Gift of John C. Waddell, 
inv. no. 1998.537.19a-c 
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Figure 4.24 
Lurelle Guild for International Silver 
Cocktail Set including Slim Jim Shaker, 1934 
Silver plate 
Courtesy Sotheby’s 
 
 
 
Figure 4.25 
John Will 
Beaker, ca. 1752–74 
Pewter 
Yale University Art Gallery, Given in memory of Thomas D. Williams, B.A. 1931, by 
his family and friends, inv. no. 1980.91  
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Figure 4.26 
Inspiration for Kensington Line: Page of Comparative Designs for Housewares, 1934 
Lurelle Guild Papers 
 
 
215 
 
 
 
 
 
 
Figure 4.27 
Lurelle Guild for Kensington, Inc. 
Thistleton Covered Bowl, 1934 
Aluminum and brass 
Private collection 
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Figure 4.28 
Lurelle Guild for Kensington, Inc. 
Sherwood Vase, designed 1934 
Aluminum 
Courtesy Dargate Auctions 
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Figure 4.29 
Lurelle Guild for Kensington, Inc. 
Shell Canapé Plate, 1939 
Aluminum 
Private collection 
 
 
 
Figure 4.30 
Burrage Davenport 
Dish, 1776 
Silver 
Private collection 
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Figure 4.31 
Lurelle Guild for Kensington, Inc. 
Marlborough Vase, 1934 
Aluminum and brass 
Private collection 
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Figure 4.32 
Pitcher, 1800–30 
Glass 
Yale University Art Gallery, Mabel Brady Garvan Collection, inv. no. 1930.1640  
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Figure 4.33 
Lurelle Guild for Corning Inc. 
Table Saver, 1939–40 
Pyrex brand borosilicate glass 
Private collection 
Photograph by Tony DiCamillo 
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Chapter 5 
Postwar Endeavors: A Retreat from Modernism 
 
 
American manufacturing slowed during World War II, but in the postwar period, Lurelle 
Guild continued his engagement with industrial design and expanded the range of projects in 
his portfolio. In the years immediately following the war, Guild resumed a number of 
corporate relationships begun during the Depression and created works with the same 
interest in historical modernism seen in his designs from the 1930s. As time passed, 
however, the intertwined references of historical modernism began to separate into projects 
that were either modernist or historicist. Guild created industrial designs that used the 
curved shapes, asymmetrical forms, and lack of historical reference that were the dominant 
aesthetics from the late 1940s into the 1960s. Simultaneously, he mined his personal interest 
in Americana for a few writing, architectural, and design projects. This bifurcation followed 
America’s shifted attitude towards modernism: when modernism first appeared in the late 
1920s, historical modernism mediated the new style for wary consumers who were still 
accustomed to the Colonial Revival, whereas by the late 1940s, modernism had become part 
of the mainstream and embodied the prowess of American manufacturing and culture. 
Although modernism was less-frequently tempered by history in the postwar period, 
historicism remained a potent and ever-visible symbol of nationalism, a shift in attitude that 
was reflected in Guild’s oeuvre. 
Americans living in the late 1930s had little idea what the next decade would bring. 
Even as war spread across Europe, many in the United States retained a sense of optimism 
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for their futures. In 1940, leading industrial designers were asked to prophesize about the 
years to come. Donald Deskey foresaw increased interest in handcrafted furniture while 
Guild described new modes of manufacturing in the “styled, synthetic world of 
tomorrow.”477 These forecasts were put on hold, however, when America entered World 
War II and great segments of commercial manufacturing were suspended. The War 
Production Board (WPB), established in January 1942 by President Franklin D. Roosevelt, 
regulated the dispersal of raw materials and manufactured goods necessary for the war effort. 
The materials requisitioned by the WPB included aluminum, copper, nickel, silk, acrylic, 
rubber, and fuel. Manufacturers of cars, jewelry, clothing, and even cookware halted or 
slowed production to conserve resources. Many companies dedicated portions of their 
factories to civil defense efforts, which greatly curtailed the consumer goods available to the 
American public.  
Seemingly overnight, abstract musings about the future of industry became concrete 
speculations for the postwar world. “It is my conviction,” Walter Dorwin Teague wrote in 
1943, “that as soon as production can be resumed after victory the public will be offered 
new and greatly improved models in most if not all lines of consumer goods.”478 Teague’s 
was just one of many optimistic statements that bolstered the confidence of American 
industry and offered hope to consumers. Robert Friedel has written about the 
“contradictions of sacrifice and prosperity” that marked the war years, when rising 
employment and income rates created a sense of optimism that offset the grim realities of 
                                                 
477 “Whither Contemporary Design?” Interior Decorator, January 1940, 12-13. 
478 Walter Dorwin Teague, “What of the Promised Postwar World—Is It Just a Dream, Or Will It Come 
True?” New York Times, September 26, 1943. 
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battle.479 The growth of war-related jobs generated steady employment for many Americans 
and, by extension, steady discretionary income. Gary Cross notes that by the end of 1944, 
Americans had $140 billion in savings and eagerly looked for ways to spend it despite the 
reductions in civilian manufacturing.480 This atmosphere of anticipation pervaded 
advertising: “These gleaming sanitary copper-clad stainless steel skillets…will again make 
food history when victory releases them,” promised an advertisement that kept Revere 
Copper and Brass’s popular Revere Ware line in the minds of consumers.481 The ability for 
companies to sate the pent-up desire for new products proved an unexpected but necessary 
corrective to fears over an anticipated economic contraction that would follow the war. 
Although government expenditures for goods and services plummeted from $83 billion in 
1945 to $30 billion in 1946, these losses were offset by the swift reinstatement of factories 
and the expansion of industry.482 
After the war, many American companies picked up exactly where they left off in the 
late 1930s. Revere Copper and Brass resumed production of their Revere Ware line of pots 
and pans while Westclox continued to manufacture the same Big Ben model clock that was 
designed in 1938 by Henry Dreyfuss.483 Such continuity benefitted industrial designers like 
Lurelle Guild, who were rehired by companies to expand or refine existing products. At the 
same time, novelty became an important way for manufacturers to attract consumers in a 
                                                 
479 Robert Friedel, “Scarcity and Promise: Materials and American Domestic Culture during World War II,” in 
World War II and the American Dream: How Wartime Building Changed a Nation, exh. cat., ed. Donald Albrecht, 
(Cambridge, MA: MIT Press, 1994), 45. 
480 Cross, An All-Consuming Century, 84. 
481 “Revere Ware advertisement,” New York Times, June 24, 1945. 
482 Milton Friedman and Anna Jacobson Schwartz, A Monetary History of the United States, 1867–1960 (1963; 
repr., Princeton, N.J.: Princeton University Press, 1993), 574. 
483 For discussion of the continuity of these designs before and after the war, see Gordon, A Modern World, 308 
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competitive marketplace and so the designs produced in the postwar period became 
increasingly forward-thinking. This quest for futuristic forms influenced Guild’s output: he 
styled the 1954 Laundromat washer and drier for Westinghouse; he designed the Futurama line 
of lipstick cases for Revlon; and he rehoused Electrolux’s Model G canister vacuum in a sleek 
shell with rocket-like fins.484 These designs self-consciously looked to the future, but Guild 
also continued to produce projects that drew upon the past. 
Kensington returned to the marketplace in 1947 with a slightly altered image: 
advertisements focused on aluminum serving pieces with plain surfaces or simple engraved 
decoration. The cast brass elements—the line’s most overt historical elements—all but 
disappeared.485 The company also introduced a line of dining room furniture designed by 
Guild, specifically marketed to the young families of returning soldiers (fig. 5.1). The 
Kensington furniture included side chairs, an expandable table, a square chest with doors, 
and a narrow chest of drawers. The elements had relatively compact dimensions that made 
them suitable for urban apartments or the proliferating suburban homes, which had smaller 
footprints than their nineteenth century predecessors. Advertisements depicted Guild 
explaining how the furniture was ideal for the constrained spaces frequently inhabited by 
young couples. The “famous designer” noted that pieces were not sold as a suite, so one 
could “buy as few pieces as you want to start with. If dining space expands, add more from 
                                                 
484 “Westinghouse Offers Medium Priced Washer and Drier,” Wall Street Journal, April 15, 1954. Earl F. Copp 
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‘open stock.’ And when the children leave for homes of their own, any extra pieces, 
including the graceful chairs, will go into other rooms, as if they belonged.”486  
The chairs, table legs, and chest legs were fashioned from lengths of extruded 
aluminum with a rectangular profile. The wooden elements had a “golden-wheat” finish, in 
keeping with the popularity of Scandinavian design that emerged in the late 1930s and 
proliferated after the war. Guild’s use of plain surfaces and simple geometric shapes were in 
stark contrast to the delicate details he employed on the prewar Kensington housewares, but 
were not unique; his contemporaries, such as George Nelson at Herman Miller, also favored 
simplified profiles and modularity in their postwar furniture.487 Guild’s chairs, however, 
belied the influence of nineteenth century forms.  
When the aluminum chairs were previewed in 1946 a commentator remarked that 
they were designed to break down and ship flat.488 This links them in spirit to the knocked 
down furniture of the nineteenth century pioneered by innovators like Walter Corey and 
Lambert Hitchcock. And just as Hitchcock utilized the most up-to-date manufacturing 
techniques to produce his chairs, the Kensington chairs were made from lengths of 
industrially extruded and bent aluminum, making them easy to fabricate and assemble. The 
front and rear legs were a single piece of metal; the back was attached to stiles that bent in 
opposition to the rear legs. This detail transformed Guild’s design into an updated klismos 
chair, with its languid pose and fluid line connecting back, seat, and front leg. While the 
modularity of the chair evoked makers like Hitchcock, the curved profile and plasticity of the 
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extruded aluminum evoked the bentwood chairs of Samuel Gragg (fig. 5.2). Hitchcock and 
Gragg embellished their serially-produced chairs with neoclassical ornament, keeping them 
in step with contemporary style, and even the klismos form of Gragg’s chair drew upon the 
type of seating depicted in ancient sculpture and vase painting. Guild’s design was a subtle 
homage to the aesthetics and production of these nineteenth century chairs, a fact that 
Kensington obliquely referenced in their advertisements, noting that “the classically simple 
lines…are for the ages.”489 The chair’s perceived timelessness resulted from its being 
grounded in chair designs of the past. 
By the late 1940s, historical modernism began to fade from Guild’s industrial 
designs. His chairs for Kensington were one of his last overtly pluralistic creations, although 
faint references to historical modernism surfaced in a toaster he designed for Westinghouse 
(fig. 5.3). Appliance manufacturers responded to postwar consumer demand through 
ambitious expansion programs. Westinghouse, for example, spent $132,000,000 to update 
their existing facilities and construct an appliance manufacturing plant in East Springfield, 
Massachusetts. “If set down in New York,” the company boasted of their increased capacity, 
“one day’s output would reach from Times Square to Yonkers.”490 Consumers eagerly 
awaited the reappearance of even the most mundane products. In 1947 the Wall Street Journal 
announced: “Westinghouse Electric expects to begin production of ‘pop-up’ toasters within 
the next month. Production of toasters was discontinued when the company converted for 
wartime production.”491 For the design of this new toaster, Westinghouse hired Guild.  
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Guild’s toaster incorporated a series of novel, marketable functions, including a 
hinged crumb tray, a quiet timing device, single-motion operation, and better air circulation 
for improved browning.492 These were contained within a rounded, chromium-plated case 
with semi-circular handles and inset plastic foot that was advertised as “sleek and 
streamlined.”493 To this forward-thinking body Guild added a narrow band of curling leaves 
engraved around the base and a cartouche consisting of a ruffled scroll that unfurled into 
two sprigs of leaves engraved on each side. He claimed the toaster would “look well on the 
breakfast table alongside heirloom silver,” although it was the decoration and not the overall 
form that would have resonated.494 The asymmetrical cartouche, with its C-scroll and 
overlapping leaves, echoed the type of engraving found on eighteenth century Rococo and 
nineteenth century Rococo Revival silver. Guild was not alone in reintroducing Rococo 
imagery into the modern home; for example, in 1950 Wallace Silversmiths unveiled Romance 
of the Sea, a flatware pattern designed by William S. Warren that featured the hallmarks of 
Rococo design: shells, asymmetry, and scrolls.495 In comparison, Guild’s implementation of 
Rococo references was stylized and restrained, but the whimsical decoration complemented 
the rounded shape of the toaster and blended modern functioning with more traditional 
references.  
The historically-informed cookware Guild styled in the early 1930s for the 
Aluminum Cooking Utensil Company helped establish his career as an industrial designer. 
The products he created for the company when they renewed their partnership after the war 
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show the extent to which he stopped drawing upon historical material for his modern 
designs. In 1953, the company launched the Hallite range of pans as part of their Wear-Ever 
line (fig.5.4). As with Kensington, Hallite was both the name of the design and the material. 
Hallite was a tarnish-proof, “extra-hard” aluminum alloy that claimed to distribute heat three 
times faster than other metals.496 The lids had a copper finish, which one reviewer admired 
as “in line with the current popularity of copper.”497 Unlike the straight sided pans that 
populated the marketplace, Guild gave his design a swollen profile, domed lid, and curved 
pistol handle. This use of curves mirrored the popularity of organic design that emerged just 
before the war and that dominated postwar manufacturing. As Martin Eidelberg has 
described 1950s design, “one of the most distinctive stylistic currents was an emphasis on 
the long, flowing curve.”498 The undulating lines and amoeboid shapes popular just before 
and after the war were, by the mid-1950s, replaced with more restrained curves. Rational, yet 
still expressive, the flowing curves updated streamlined aesthetics for a new generation of 
manufacturers. The pans included “hang-up rings” at the ends of the handles—a feature also 
used on Revere Ware pans by Revere Copper and Brass—that allowed them to hang 
decoratively in the kitchen, “like pictures on your wall.”499 Guild designed a special leaf-
shaped hanger manufactured from clear plastic (fig. 5.5). A pair of hangers—one to hold the 
pan and one to hold the lid— accompanied each Hallite purchase and was promoted as a 
special, “patented” extra.500 The packaging suggested layouts for making “your own artistic 
arrangement” and noted that the hangers could also be used for pictures or other wall 
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decorations.501 Although the leaf shape resonated with the type of motifs Guild employed 
earlier, such as in his Imperial Wallpaper designs or the brass accents on the Kensington line, 
it was not specifically historical. Neither was the pan’s swelled body or curved handle. 
Instead, Guild’s Hallite was self-consciously modern. Guild’s design stayed in production for 
a few years, but by the late 1950s had been replaced with new designs that sated the 
industry’s demand for continually updated products. 
By the mid 1950s, the output of Guild’s industrial design practice began to wane. He 
was a member of the first generation of American industrial designers, and while similarly 
long-established colleagues like Raymond Loewy and Henry Dreyfuss continued to be 
influential in the field, a new generation was gaining prominence and thinking about 
products in different ways. As is to be expected, the younger designers, which included 
George Nelson, Charles Eames, Florence Knoll, and Dave Chapman, consciously 
differentiated themselves from their predecessors. Nelson, for example dismissively 
described Guild as “never ahead of his time or behind it.”502 In 1960, Industrial Design 
magazine called Guild “one of the oldest names in industrial design,” thus installing him as 
an elder statesman of the field (and possibly inferring an antiquated approach).503 This status 
seemed to suit Guild. He remained an active figure within industrial design professional 
circles although he took on fewer clients and dedicated an increased amount of time to his 
earlier hobbies of collecting antiques and erecting “architectural follies.” In a telling detail 
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about his shifting interests, he let his subscription to Progressive Architecture run out in 1951, 
yet continued his subscription to more traditional titles like House Beautiful.504 
By the late 1950s, Milestone Village consisted of “Milestone School, a blacksmith 
shop, a country store and post office, a toy shop, Seamen’s Hall, a judge’s chamber, a 
printing shop, a firehouse, an apothecary and what is called the first American theatre.”505 
Guild kept acquiring new structures and relocating them to Darien, even after he ran out of 
room to erect them on Swift’s Lane. “Back of the courthouse in a large field lay piles of 
wood that looked like a forgotten junk yard,” one reporter noted. “Guild explained: ‘That’s 
my field of houses and churches. A couple acres of them. Some day I’ll put them all up. But 
I’m in no hurry. They can wait until I’m ready.’”506  
The pile of dismantled houses and architectural elements served as a resource for 
Guild as he slowly became an amateur architect. He began constructing houses around 
Darien in 1932 that he used as rental properties. Many of these buildings started with a 
historic structure that Guild elaborated with additions, ornaments, and interior finishes 
drawn from a range of sources. Dramatic effect, not historical accuracy, was the goal. “My 
attitude towards architecture is that we should be authentic and adventurous. Every house is 
different and with a little imagination wonderful effects can be achieved,” Guild explained. 
“I never repeat a house. First I make a drawing of the concept. Then I search until I find the 
material I need.”507 When he could not locate the materials he needed, he improvised. Eve 
Kahn has observed rows of sliced dowels used in place of dentil molding on one doorway 
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and painted rope applied to another building in place of twist-carved moldings.508 These 
inventive adaptations certainly saved on production costs but also underscored the reality 
that Guild’s architectural projects were more historic evocation than they were restoration. 
While Guild engaged an architect in 1927 to help relocate Milestone House, documentary 
evidence suggests that Guild acted as the primary author of his “architectural follies,” aided 
in their execution by various handymen and contract specialists like plumbers and 
electricians.509 By the early 1960s, he had a stable of eleven rental properties in Darien in 
addition to Milestone Village.510 
Local structures provided plentiful raw material for Guild. The Clock family settled 
in the Noroton area around 1725 and in 1738 purchased four acres of land along what 
would become the Post Road.511 By the early twentieth century there was a handful of old 
homes associated with various generations of the Clock family. In 1936, Guild acquired the 
Abram Clock house and moved it to 1830 Post Road. The main, wood-frame section dated 
to around 1825 while the one-and-a-half story dependency probably dated to the eighteenth 
century. Guild kept the building mostly intact, although he restored the interior paneling and 
moldings.512  
In 1952, Guild acquired another Clock family property, the Jonathan Clock house 
that was built around 1768. He relocated it to 1842 Post Road, not far from its original 
location on the Post Road opposite Rings End Road. The new location was adjacent to the 
back of Milestone Village and thus extended Guild’s real estate holdings. The Jonathan 
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Clock house was a shingled, wood-frame, salt box structure, to which Guild added a broad, 
colonnaded front porch and a wing at the rear. In the living room, he hung French scenic 
wallpaper by Jean Zuber et Cie in The Chase, or The Wild Boar Hunt, pattern created in 1831 
by Jean Julien Deltil.513 The house became known locally as the Spellman House, after the 
blacksmith Patrick Spellman who rented it from Guild and lived there with his family.514  
The best documented of Guild’s houses may be 174 Swift’s Lane, which 
incorporated elements from another Clock family structure (fig. 5.6). In 1943, House & 
Garden recorded how this house evolved (fig. 5.7). It began with a simple barn that Guild 
embellished with found architectural fragments. “Overnight the barn had had its face lifted,” 
Guild recounted. “There were never any great decisions involved, no plans were drawn. The 
whole house just happened. Its design was controlled to a very large extent by the material 
that happened to be available.”515 Following a budget of $10.00 a week, Guild scoured junk 
stores and salvage yards. In 1936, the circa 1738 John Clock house on the Post Road caught 
fire. Guild recovered some of the woodwork and later incorporated it into 174 Swift’s Lane, 
along with elaborate paneling from a house in Greenwich, Connecticut, supposedly 
associated with General Israel Putnam.516 “There was one thing that I had always wanted to 
put in a house, an oval or circular dining room,” Guild admitted.517 When some curved 
windows from a Victorian mansion turned up, he constructed an apsidal dining room wing 
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to accept them. 174 Swift’s Lane chronicles how Guild’s buildings emerged from his 
imagination and organically took shape without the aid of a professional architect or 
coherent plan. 
Guild purchased a strip of land along Long Neck Point Road that he populated with 
a series of houses, the most elaborate of which was colloquially called “Little Monticello” 
(fig. 5.8). It was constructed in 1944 with elements taken from a house in Rhinebeck, New 
York.518 The nickname undoubtedly derived from its appearance: a central, two-story 
structure with a Chippendale fretwork balustrade on the roof, symmetrical wings, and the 
color scheme of red brick and white trim. That is where the similarities end, however, as the 
structure is otherwise an architectural fantasy of mismatched elements. The over-scaled 
Doric portico topped by a mansard roof makes the center section appear stunted. There are 
apsidal wings on each side and on the back (the extension to the left in the illustration is a 
later addition), which have colonnades of engaged columns; Corinthian columns on the 
sides, Doric columns on the rear. The architecture has Georgian overtones but does not 
follow any specific aesthetic logic. Instead, it presents a mélange of artistically-arranged 
elements that evoke a genteel past. As Guild later articulated, “my aim is to leave an 
impression, a sensation of distinctive character one will remember. I keep an eye out for 
unusual things that can be adapted to the particular house I am doing.”519 
The aristocratic references on this house—the columns, red brick—were carried 
through the grounds and interior. “When I start a house I begin landscaping at the same 
time,” Guild explained. “That way, when the house is finished, the plantings are established 
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and the house is ready to be lived in.” For “Little Monticello,” Guild emulated British 
country estates and placed an armillary sphere in the center of a boxwood garden and 
planted a privet maze (the sphere remains but the plantings have been destroyed). The 
interior had a sweeping, circular staircase, wood paneling culled from various homes, and a 
hand-painted mural in yet another oval dining room. Unlike Milestone Village, structures like 
this were not intended as architectural preservation. Instead they were historically-evocative, 
fanciful backdrops for gracious living. 
The house Guild constructed on Goodwives River Road around 1968 was 
intentionally charming (fig. 5.9). It was one of the only houses that Guild created for 
someone else and evinces the close relationship between Guild and owner. It was built as a 
guest house for Janet Booth Tweedy and contained a living room, bedroom, butler’s kitchen, 
and bathroom.520 The interior paneling was neoclassical, which echoed the Georgian 
exterior. In a clear nod to Monticello, the main structure was flanked by two enclosed 
pavilions accessed by covered colonnades. The elaborately carved Corinthian pilasters that 
framed the front door and the rope-turned window surrounds appeared old and were 
probably taken from a high-style, although unknown, building. The diminutive scale and the 
intimate nooks and pavilions gave the guesthouse a romantic quality, and Guild and Tweedy 
were rumored to rendezvous there.  
Guild’s architectural adventures were not confined to Connecticut. In the late 1950s 
he visited Bermuda on a whim while in New Orleans on business. “One of the island’s 
property consultants showed me a run-down ruin that had been a perfectly marvelous 
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Pirate’s Palace, built in 1616. It captured my imagination and I decided to buy it and try to 
restore and modernize it.”521 Guild expanded the building and renamed it Tanglewood (fig. 
5.10). As he had done for Milestone House, he began researching and acquiring Bermudian 
decorative arts with which to decorate the house; this collection later became the basis for a 
line of furniture produced by the Kroehler Manufacturing Company.522 
Guild erected one of his last homes in Darien around 1973 (fig. 5.11). A local 
reporter interviewed Guild while the house was under construction and recorded his 
inspirations and sources: 
 
Right now I’m doing a replica of a house of the Regency Period. It has an 
orangerie. No home is complete without an orangerie, is it? For the drawing 
room I have some wonderful walnut paneling from the Vanderbilt mansion 
in Newport. The walls of the oval dining room will be covered with some 
rare old hand painted Chinese silk. Upstairs the bathrooms will have marble 
tubs and gold faucets—which were once part of a movie set…People hate a 
house or love it—it’s the individuals [sic] choice. Not everyone would like 
this particular house but I have seven people vying for it and it’s not even 
half done.523  
 
This narrative captured Guild’s wit as well as his penchant for overstatement. For example, 
the phrase “the Vanderbilt mansion in Newport” called to mind The Breakers or Marble 
House, although it is unlikely that Guild would have been able to remove woodwork from 
the interiors of these magisterial and famous homes. The woodwork may have come from a 
lesser structure associated with the Vanderbilt family, but he left the association purposely 
ambiguous. Similarly, noting that the marble tub and gold faucets were from a movie set 
invoked the glamour of Hollywood and added aspirational cachet to the project. It was 
                                                 
521 Obermeyer, “Meet Lurelle Guild!”  
522 Marilyn Hoffman, “Bermuda Sparks New Furniture Line,” Christian Science Monitor, July 17, 1963. 
523 Obermeyer, “Meet Lurelle Guild!”  
236 
 
fitting that Guild obtained elements from film sets as his houses were set pieces in 
themselves; ersatz backdrops that projected affluence and propriety for those who inhabited 
them. 
The majority of Guild’s buildings were built during or after the war, a period when 
American optimism and prosperity were interwoven with anxiety, in what Warren Sussman 
has called a “dual consciousness.”524 Within the reactionary, conservative climate of the 
McCarthy era, conformity became a cultural value that played out in the assiduously-
manicured lawns or the carefully-selected objects displayed in the picture windows of 
middle-class homes.525 Similarly, patriotism became commoditized as a signal of one’s 
participation in America’s capitalist consumer culture as well as an indication of class 
stratification. “A great deal of thought, on the part of builders, has gone into finding 
symbols of higher status that will provide gasps of pleasure from prospective buyers,” Vance 
Packard observed in his polemical 1959 study The Status Seekers. “The favored way to do this, 
in many areas in America, is by the use of symbols indicating the owner has ties that go back 
into American history,” regardless of whether the ties are genuine or purchased.526 In this 
light, Guild’s rental houses can be seen a potent emblems of postwar social aspiration, with 
his reputation as an authority on American antiques adding authenticity to his historical 
fantasies. 
                                                 
524 Warren Sussman, with the assistance of Edward Griffin, “Did Success Spoil the United States? Dual 
Representations in Postwar America,” in Recasting America: Culture and Politics in the Age of Cold War, ed. Lary May 
(Chicago: University of Chicago Press, 1989), 30. 
525 Cross, An All-Consuming Century, 98. Clifford E. Clark, Jr., “Ranch-House Suburbia: Ideals and Realities,” in 
May, Recasting America, 187. 
526 Vance Packard, The Status Seekers: An Exploration of Class Behavior in American and the Hidden Barriers that Affect 
You, Your Community, Your Future (New York: David McKay Company, 1959), 66. 
237 
 
Guild’s architectural pastiches contrasted with a contemporaneous group of houses 
built in nearby New Canaan, Connecticut. In 1947, the young, Harvard-trained architect 
Eliot Noyes erected a low-slung, flat-roofed house on Lambert Road. At his 
recommendation, his colleagues and classmates from the Graduate School of Design at 
Harvard—a group of architects referred to as “the Harvard Five” that included Noyes, 
Marcel Breuer, Landis Gores, John Johansen, and Philip Johnson—also purchased property 
in New Canaan and constructed houses that rejected the Colonial Revival taste that 
dominated local architecture.527 Most of the New Canaan modernists trained at the Graduate 
School of Design under Breuer and Walter Gropius, who both arrived at Harvard in 1937 
and advocated a rational, restrained aesthetic and refocused the school’s curriculum to 
embrace the social implications of architecture.528 This methodology continued the principles 
of the Staatliches Bauhaus Weimar, where Gropius had been director and where Breuer had 
trained and later taught. The presence of key members of the Bauhaus in Cambridge 
attracted likeminded students such as Johnson, who had championed the Bauhaus’s 
functionalist interpretation of modernism during his tenure as curator of design at the 
Museum of Modern Art in the 1930s. The New Canaan houses were brash and optimistic, 
assertively refuting the past in both their lack of historical ornament and their reliance upon 
industrially-produced materials like steel beams and expanses of plate glass. Although the 
designs were based on then-decades-old definitions of modernism, they updated the tenets 
for a postwar, American climate: the houses spanned streams or were cantilevered over 
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hillsides for sculptural effect (Johansen’s Warner House, 1956; Breuer House, 1948); the 
ribbons of windows promoted by Le Corbusier were transformed into walls of glass 
(Johnson, Glass House, 1949; Lee House, 1952); and many had open plan interiors. But as 
William Earls notes, many also had symmetrical layouts in keeping with more traditional 
domestic spaces.529 The outward appearance of the houses caused an uproar. “In the context 
of postwar America, of the cold war and McCarthyism,” Joan Ockman has observed, “the 
social idealism that had animated the vanguard architecture of the 1920s began to appear 
naïve or hollow.”530 The socialist overtones of much progressive modernist design and 
architecture (largely imported from Europe) were seen as suspect across America, and 
particularly in socially-conservative and affluent New Canaan. Unlike Guild’s historicist 
structures that blended into the historical fabric of their neighborhoods, the New Canaan 
buildings proclaimed their ideological and aesthetic individuality. 
Despite the differences between Guild’s houses and the Harvard Five’s New Canaan 
houses, they were linked by a growing fascination with architectural tourism. New Canaan 
officials decried the traffic jams caused by curious sightseers trying to glimpse the scandalous 
homes. In 1949, seven of the modern homes were opened to visitors as a benefit for the 
New Canaan Library Building Fund, an event which raised an astonishing $2,000.531 The tour 
was repeated annually into the 1950s with a steadily-growing roster of homes. Similarly, 
Guild opened Milestone Village to visitors beginning in the late 1950s. The first of these 
tours was a fund raiser for the Darien Community Association that took place in September 
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1959. Appropriately, proceeds from the event were used to purchase children’s books about 
American history for the Darien Public Library.532 The following year Guild participated in a 
tour of local colonial houses benefitting the Darien Historical Society.533 While the audience 
for these various events differed—enthusiasts of modernism flocked to New Canaan while 
those interested in Americana visited Darien—they were equally voyeuristic and idealistic. 
For a small fee, anyone could experience a world that intrigued them, could get ideas about 
how to style their own homes, or simply gawk. Such philanthropic tours transformed real 
domestic spaces into specimen homes that exposed a section of the American public to 
aesthetic ideals, be they antiquarian or modernist.  
Guild’s endeavors as an amateur architect ran parallel to a side-business as an interior 
decorator. Guild formed Dale Decorators in Noroton, Connecticut, after the war but 
appeared not to have had an active role in its operation. It was run by Josephine Link 
Nesbitt, who trained at the Carnegie Institute and worked as a stylist in department stores 
before joining Lurelle Guild Associates in 1943.534 Dale Decorators advertised as a member 
of the American Institute of Decorators and executed small-scale domestic and civic 
projects, including Christmas decorations in Dairen that won an award from the Darien 
Community Association.535 Dale Decorators appeared in Darien telephone directories at 
various locations on the Post Road from 1951 to 1962. The company officially went out of 
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business on March 1, 1962.536 Surviving swatches for a renovation of the Pittsburgh home of 
Minnie Grable in 1959 show that the company’s aesthetic was conservative and in keeping 
with popular taste of the time: textured fabrics in muted colors (fig 5.12).537 Grable was the 
recent widow of Errett Grable, a co-founder and director of Rubbermaid, Inc. Shortly after 
the swatches were delivered, Guild sent a personal note saying “we were sorry not to see 
more of you at the Armentrout wedding,” suggesting that he and Louise were personal 
friends of the Grabels.538 The swatches were from the upscale fabric houses Raffelson-Reed 
and F. Schumacher and support the notion that Dale Decorators worked with upper-middle-
class clients culled from the Darien area as well as from Guild’s network of friends and 
clients.  
Interior decoration was an aspect of Guild’s industrial design work that predated the 
formation of Dale Decorators: in the 1930s he styled the showrooms for Chase Brass & 
Copper and Kensington, Inc.; in 1945 he became design consultant for Sylvania Electric 
Products, manufacturers of lighting fixtures, and created room settings for the Sylvania 
Lighting Center that showed off the company’s products to potential customers; and around 
1950, Guild renovated the Peach Tree restaurant for the Union News Company, giving the 
space curving peach-colored walls and undulating white leather banquettes.539 These efforts 
were undertaken through Lurelle Guild Associates and thus the formation of Dale 
Decorators, apart from providing an outlet for Nesbitt’s particular talents, may have served 
                                                 
536 Lurelle Guild to Connecticut State Tax Department, June 25, 1963, “Dale Decorators” folder, box 6, Lurelle 
Guild Papers. 
537 “Invoice and fabric swatches, 9/18/59,” “Dale Decorators” folder, box 6, Lurelle Guild Papers. 
538 Lurelle Guild to Mrs. Errett [Minnie] Grable, December 7, 1959. “Grable House” folder, box 8, Lurelle 
Guild Papers 
539 Mary Roche, “Ceiling Lighting Due to Comeback,” New York Times, June 6, 1945. Walter Dorwin Teague, 
Egmont Arens, and Dave Chapman, eds., 51: U.S. Industrial Design (New York: The Studio Publications, Inc., 
1951), 167. 
241 
 
as a means to separate Guild’s interior decoration clients from his industrial design work. 
Like his rental properties, it also served as an additional source of income that 
simultaneously echoed his interest in constructing domestic and corporate spaces.  
Guild’s revivified interest in the past was reflected in the few new design projects he 
took on during this period, particularly a booklet for the National Carbon Company, a 
collaboration with Post Cereal, and a line of furniture for the Kroehler Manufacturing 
Company. These little-known projects drew upon Guild’s collection and historical 
knowledge to a greater extent than many of his previous designs but differed from the 
historical modernism of his work from the 1930s. These late projects utilized historical 
forms not as the basis for reinterpretation but kept them relatively unchanged to address 
aspects of modern social patterns.  
In 1948, Doubleday published The New Geography of American Antiques, a reissue of 
Guild’s 1927 book. The illustrations remained the same, but the text was updated by Carl W. 
Drepperd. Like Guild, Drepperd was a noted authority on American antiques who published 
a series of well-regarded surveys, starting in 1930 with Early American Prints.540 Many of his 
books were “written with a light touch” for novice collectors, an approach that meshed with 
Guild’s writing style.541 Drepperd’s books sold well, and Doubleday may have brought him 
in to draw more attention to the New Geography. The fact that Guild was willing to revisit his 
earlier work—even with the addition of a new co-author—publically signaled his sustained 
engagement with historical material, an engagement that surfaced again in his final writing 
project. 
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541 “Antiques Handled with Light Touch,” Washington Post, August 11, 1946. 
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The History of Portable Light in America, published in 1954 by the National Carbon 
Company, manufacturers of Eveready brand batteries, was the last promotional booklet 
Guild produced as his industrial design practice began winding down in the 1950s. The 
conflation of nationalism and design in The History of Portable Lighting in America echoed the 
personal reengagement with early Americana he experienced through the construction of his 
fantasy rental properties. The text was almost propagandistic in how it linked the associative 
symbols of patriotism to the history of lighting: “A flash of light from a distant Boston 
church tower; the marching of troops; a victory! A page in history is written! Its beginning, a 
signal!—the feeble light of a home-made lantern in the hands of a patriot! Here is but one of 
the many times that portable lighting has played an important part in our history.”542 Guild 
reclassified the American past in terms of lighting forms: the crude lamps of the Pilgrims, 
the use of candles, the growth of whale oil in the nineteenth century, and the Astragal, 
kerosene, and electric eras. His chronology culminated in the twentieth century with the 
development of the Eveready dry cell battery, presented as the apogee of portable lighting 
technology and a paragon on American ingenuity. During a period when products were 
routinely promoted as heralds of the future, The History of Portable Lighting in America was 
retrospective.543 Instead of aligning batteries with the modern values of mobility and 
adaptability, Guild grounded them within the immutable past. The narrative’s invocation of 
Paul Revere and Benjamin Franklin also formed a tacit endorsement, as if to suggest that the 
nation’s founders would have used Eveready batteries if only they had the technology.  
                                                 
542 Lurelle Guild, The History of Portable Light in America (Chicago: National Carbon Co., 1954), 1. 
543 See Thomas Hine, Populuxe (1986; repr., Woodstock, NY: Overlook Press, 2007), 128-29. 
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The booklet revisited the lighting chapter of the Geography of American Antiques and 
presented much of the same information but in a new context. To add didactic 
verisimilitude, the text was copiously illustrated with examples from the “famous writer, 
artist, and antiquarian’s” “outstanding collection of Americana.” The inclusion of this 
sobriquet emphasized the centrality of Guild’s celebrity to the promotion and reception of 
the text. But the manner in which Guild was presented here differed from how he was 
presented in booklets, articles, and advertising campaigns from the 1930s and 1940s. Those 
earlier works emphasized his prowess as an industrial designer. By choosing to be identified 
instead as an author, illustrator, and collector, he stepped back into the persona of the 
Itinerant Antiquer that launched his career—a persona that had remained a constant foil to 
his life as an industrial designer. 
For the Post Cereal division of General Foods Corporation, Guild blended his 
knowledge of American antiques with a modern fad for woodworking. In 1953, Guild 
created a series of six woodworking patterns that were included in boxes of Grape Nut Flakes 
cereal (fig. 5.13). The patterns were premiums, or free gifts intended to attract and retain 
customers. Premiums had been used in marketing for decades but became notably popular 
in the 1950s. “These business-getting recipes are cracking ready-to-eat cereal sales records,” 
reported the Wall Street Journal. “America’s rising population has contributed to these sales 
gains, of course. But even on a per-capita basis, consumption is back up to the peak of 4.6 
pounds a year reached in 1946…. Cold-cereal eating today is 13% above 1940, when 
consumption was 3.5 pounds per capita.”544 With increased consumption came increased 
                                                 
544 John A. McWethy, “Cereal & Selling,” Wall Street Journal, November 3, 1953. 
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competition. The inclusion of alluring premiums like magic tricks, toys, and woodworking 
patterns served to make common products seem more alluring. 
The “Collector’s Items” Guild created for Grape Nut Flakes were folded sheets of 
paper with a woodworking pattern printed on one side and promotional material on the 
other. Guild’s photograph appeared next to a brief biography, noting that he “ranks among 
the most revered American industrial and interior designers.” There were also images of all 
six projects in the series: a Pennsylvania Dutch tulip knife box, a courting mirror, a pilgrim 
footstool, a Pennsylvania wall box, a pilgrim cradle, and a Williamsburg shelf. The patterns 
were partially underwritten by the Fir Plywood Corporation and the Mall Tool Company, 
which advertised on the lower half of the sheet. The collaboration was supported by “a 
$350,000 ad campaign on fifty TV stations and 150 radio stations and in displays in about 
200,000 grocery stores.”545 
Each pattern was “designed by Lurelle Guild from authentic American antiques—in 
his own collection.”546 The description of Guild as leading designer and the fact that the 
objects were copied from pieces in his collection gave the patterns authenticity, although 
they were presumably adapted and simplified for ease of replication. The patterns called for 
basic craft technologies: cutting shaped silhouettes with band or fret saws, butt joining 
elements, and securing them with nails or glue. Guild used similar technologies on the 
interiors of his houses. The interior finish of the house that Guild erected around 1952 at 
200 Long Neck Point Road in Darien mixed new and old material (see Chapter 3). The 
kitchen included a low storage unit surmounted by shelves, which approximated the 
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546 Pennsylvania Dutch Tulip Knife Box pattern, 1953, collection of the author. 
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appearance of a built-in buffet, or cupboard (fig. 5.14). The base was made up of old boards 
fashioned to create a box faced with a paneled door that Guild sawed in half to make a pair 
of narrow doors. On top of the base sat a set of shelves, made from unfinished pine planks 
nailed to uprights that were sawed into a series of C-scrolls. The fabrication was 
rudimentary; the pieces were nailed together and the edges were not sanded. The similarity 
between this cupboard and the promised results of the woodworking patterns is intriguing. 
Although the woodworking patterns supposedly derived from more accomplished objects in 
Guild’s possession—and the descriptive text suggests the quality of his collection—he clearly 
intermingled various levels of finish in his own houses. 
The patterns—as replicas of antiques—were not modern in terms of subject matter 
but were part of a recreational craft movement that developed in the late nineteenth century 
and underwent a revival in the postwar period. As Steven Gelber has discussed, executing 
crafts and assembling kits provided a peacetime outlet for the technical skills acquired by 
servicemen while on tour and by women who took factory jobs during the war.547 Tools and 
supplies were easily acquired through specialty retailers, like the Flooring Supplies Company 
of Hartford, which advertised itself in 1953 as the Connecticut capital’s “install it yourself 
headquarters,” with an extensive range of “materials you can install yourself and save.”548 
Home shops became potent symbols of (predominantly) male leisure and acculturation, 
locations where fathers imparted to their sons technical knowledge as well as life lessons. 
The Pittsburgh Courier published a photograph of a young man with the Pennsylvania knife 
                                                 
547 Steven M. Gelber, Hobbies: Leisure and the Culture of Work in America (New York: Columbia University Press, 
1999), 270-71. 
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box he had made using Guild’s pattern.549 Notably, he was pictured not in the woodshop but 
using the knife box to help set the family dinner table, thus illustrating the moral benefits 
such hobbies had on creating well-bred children. In the context of wood turning, Edward S. 
Cooke, Jr., has charted how the development of home shops segued into the expansion of 
the studio craft movement.550 Guild’s patterns were situated near the beginning of this 
trajectory as the projects required only a basic knowledge of woodworking. The pieces could 
be executed using a jigsaw, glue, and screws; more advanced knowledge of lathe turning or 
cutting joints was unnecessary. 
Accompanying each pattern was a short narrative that explained the piece’s original 
function and its history. For example, “the Pennsylvania Wall Box from which this pattern 
was designed was made in Manheim, Pennsylvania, hometown of the famous Baron Henry 
William Stiegel, in whose furnaces cannon balls were made for George Washington’s 
Revolutionary forces.”551 The original box, if it indeed came from Manheim, most certainly 
had nothing to do with Stiegel or Washington, but this hyperbolic narrative imparted a 
compelling lineage and invited the modern craftsman to be an active part of history. The 
origin of the Williamsburg wall shelf was similarly evocative: “Perhaps it once held a jar of 
lavender, an antique covered jar of rose petals, or an early vase—perhaps even an early 
photograph.” Guild countered such picturesque nostalgia by asserting that his version was 
“keyed to today’s living…a perfect place for books, knick-knacks, or that precious piece of 
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china or old glass.”552 It was not a relic that venerated history but instead provided a literally 
usable past that hoped to show the continued relevance of colonial antiques and collectables 
within a modern American setting.   
Establishing a new usable past was at the heart of Guild’s last major commercial 
venture. In May 1963, the Kroehler Manufacturing Company introduced the Crown Colony 
Collection of furniture. Crown Colony was inspired by the colonial furniture Guild collected to 
decorate his Bermuda home. It was an idea he developed over a number of years, first 
approaching Heywood-Wakefield in 1959. “I have a plantation in Bermuda and on my 
frequent visits there I acquired a group of fine pieces which are magnificent in design…. My 
version of this Bermuda furniture combines the good styling of provincial Newburyport, 
much of the early pre-Revolutionary period of Savery of Philadelphia and at the same time it 
has a sophistication that is extremely refreshing. Wood used in this furniture may be cedar, 
mahogany, straight grain, or maple.”553 He hoped the line could be launched during 1959 in 
order to capitalize on the publicity surrounding the 350th anniversary of Bermuda’s founding.   
It was inconceivable that Heywood-Wakefield could produce and launch a 
completely new furniture line before the year was out, especially as 1957 recession made 
companies more fiscally cautious. But they did start development of Guild’s proposal and 
named it Bermuda Colonial. Momentum for the line sputtered, though, and in 1961 Heywood-
Wakefield president Richard Greenwood informed Guild that Bermuda Colonial would be put 
on hold indefinitely.554 Undeterred, Guild took his idea to the Kroehler Manufacturing 
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Company of Naperville, Illinois. Nicholas Ungaro, co-director of Kroehler’s design center, 
visited Guild in Bermuda to learn more about Bermudian furniture. Guild opened his house, 
Tanglewood, to Ungaro and worked with the Bermuda government to gain access to the 
best historic homes and private residences.555 The trip solidified Kroehler’s interest and the 
company moved forward on what would become the Crown Colony Collection.  
Kroehler introduced the Crown Colony Collection at the Southern Furniture Market in 
High Point, North Carolina, in May 1963 and then at the International Home Furnishings 
Market in Chicago the following month. The sizable collection consisted of forty pieces of 
living room, dining room, and bedroom furniture, executed in mahogany with polished brass 
hardware. The aesthetic followed the English Baroque, with cabriole legs terminating in pad 
feet, chairs with vasiform splats and curved crest rails, and case pieces with inset, tabernacle-
shaped panels (fig. 5.15). A number of articles and reviews included condensed history 
lessons to educate the public on the veracity of the designs. Marilyn Hoffman, a housewares 
critic for the Christian Science Monitor, recounted that “the early craftsmen of Bermuda came 
out of England, bringing with them the graceful Queen Anne style with which they were 
familiar. However, as early as 1690, distinctive characteristics began to develop which set 
Bermuda furniture apart from that being designed simultaneously in Jamestown, Va., and in 
the Massachusetts Bay Colony.”556 Hoffman undoubtedly derived her narrative from 
Kroehler’s promotional literature—as a similar timeline appears in numerous articles—but it 
is factually incorrect: Anne ascended to the British throne in 1702 and the furniture made in 
the North American British colonies was assuredly mannerist through the first decade of the 
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eighteenth century. The language Hoffman employs, however—the broad, poetic 
statements—echoes Guild’s earlier writings and belies his role in fabricating a compelling 
historical background for the promotion of his Crown Colony Collection. Indeed, a few articles 
mentioned Guild’s credentials as “a well-known historian, collector and the author of several 
authoritative books on antique furniture” to underscore the veracity of the designs.557 
Undoubtedly through Guild’s intervention, Bermuda’s Trade Development Board supplied 
replica 1616 maps of Bermuda for distribution to customers and allowed Kroehler to use the 
official Bermuda coat of arms in their publicity, which further validated the Crown Colony 
Collection as an authentic representation of Bermudian history and craft traditions. 
As with Guild’s designs for Kensington, the names of the pieces in the Crown Colony 
Collection affirmed their putative lineage. The Buckingham china cabinet and the Werdmong 
(properly spelled Verdmont) chest were named after prominent historic homes while the 
Admiral’s Desk and the Captain Morgan armoire evoked the glamour of Bermuda’s seafaring 
past. As Hoffman recounted, antique Bermudian furniture “was geared to the gracious 
homes which had developed on the island. It also had, Mr. Guild convinced Mr. Kroehler, a 
peculiar suitability to today’s way of life.”558 The suitability derived in part from the 
constrained proportions, which Kroehler insisted were faithful to the size of the Bermudian 
prototypes and which critics praised as “scaled small for the average American room.”559  
Crown Colony was based on the close study of specific historical models and in most 
contexts would not be considered modern. Yet it was part of a larger revival of period styles, 
and as such, was received as innovative. “Bermuda!” exclaimed the Pittsburg Post-Gazette, “It 
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always meant a wonderful vacation and honeymoon spot to most of us. But now it means 
just about the only ‘new’ furniture idea.”560 The other lines introduced at the 1963 furniture 
fairs looked to “Spain, France, Italy, and even ancient Greece for their design inspiration” 
and included Martinsville’s Grande and Kent-Coffey’s Cortina, both in the Spanish taste; 
Davis Cabinet Company’s Aegean and Heritage’s Parthenon, which evoked Greek architecture; 
and Thomasville’s Empire-infused Palladian Hall.561 As a distant vacation destination with a 
colonial history similar to America’s eastern seaboard, Bermuda was simultaneously exotic 
and familiar. For Guild, his interest in Bermuda was an extension of his long-held fascination 
with Americana. The promotional material for Crown Colony emphasized this connection 
though repeated comparisons of Bermudian design elements to colonial New England and 
Philadelphia furniture.  
The production of period furniture like Crown Colony was geared towards middle-
class consumers with traditional tastes that coveted but could not afford fine antiques. As 
Teel Williams, the executive of the trade group the Mahogany Association, told reporters 
during the 1963 Chicago furniture fair, “you probably will get more for your money by 
investing in a copy by a reputable manufacturer…. Today’s good reproductions are based on 
the finest designs of yesteryear. Many are copied from pieces you couldn’t hope to own, no 
matter how generous your budget, because they’re one-of-a-kind heirlooms or museum 
treasures and not for sale.”562 Crown Colony advertising echoed this apsirational tone by 
underscoring that the line was based on pieces in exclusive private collections on the island.  
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Crown Colony received a fair amount of press as well as an International Design 
Award from the Association of Interior Decorators.563 The publicity caught the attention of 
Richard Greenwood at Heywood-Wakefield, who asserted ownership of the Bermuda Colonial 
idea even though his company had passed on producing it. Guild responded by noting that 
the words “Bermuda” and “Colonial” appeared nowhere in the name of Kroehler’s line and 
that the term Crown Colony “could well mean Hong Kong, Jamaica, Bermuda, or the 
Guianas” (a comically transparent evasion given the content of Kroehler’s promotional 
material).564 “My great regret is that you did not carry this line forward,” he continued to 
Greenwood. “I think that if you had gone to Bermuda with me as the Kroehler people did, 
you would have seen the possibilities.” Guild obviously felt slighted by Heywood-
Wakefield’s lack of interest and felt justified in taking his idea elsewhere.  
Crown Colony brought Guild’s career full circle. His earliest projects involved 
illustrating articles on how to decorate one’s home in period styles on a budget. He 
channeled his passion for Americana into a series of publications targeted to appeal to 
collectors as well as to educate the general public on American craftsmanship. With Crown 
Colony, he once again mined his personal interests and collections for inspiration for designs 
that would elevate middle-class taste and spread knowledge of the history of colonial 
decorative arts. Just as he transitioned from a collector-scholar to an industrial designer in 
the early-1930s, in the postwar period he reversed this course and moved away from 
industrial design to reengage with his collections.  
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Guild actively participated in the spirit of optimism and possibility that suffused 
American culture and manufacturing after World War II. His design projects of the late 
1940s followed larger trends for equipping American homes with affordable furnishings and 
novel, time-saving appliances. By the mid-1950s, the energy of the postwar period had 
evolved, and with it Guild’s interests. He shifted the focus of his professional career to 
personal projects, drawing upon his well-established reputation and a lifetime’s worth of 
contacts to transform an area of his collection into a commercial venture.  
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Figure 5.1 
Kensington Inc. advertisement 
From House & Garden, November 1947 
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Figure 5.2 
Samuel Gragg 
Side Chair, 1808–12 
Painted ash and hickory 
Museum of Fine Arts, Boston, Charles Hitchcock Tyler Residuary Fund, inv. no. 
61.1074 
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Figure 5.3 
Lurelle Guild for Westinghouse Electric Corporation 
TO-71 Toaster, designed 1947 
Chromium-plated metal and plastic  
Private collection  
Photograph by Richard House 
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Figure 5.4 
Lurelle Guild for Wear-Ever division of Aluminum Cooking Utensil Company 
Hallite Sauce Pan, designed 1953 
Aluminum and plastic 
Private Collection 
 
 
 
Figure 5.5. 
Lurelle Guild for Wear-Ever division of Aluminum Cooking Utensil Company 
Hallite Wall Hooks, designed 1953 
Plastic 
Private Collection 
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Figure 5.6 
Lurelle Guild, architect 
Swift’s Lane house, Darien, CT, begun 1932 
From “This House Just Happened,” House & Garden, February 1943 
Photo by Lisa 
 
 
 
Figure 5.7 
Evolution of Swift’s Lane house 
From “This House Just Happened,” House & Garden, February 1943 
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Figure 5.8 
Lurelle Guild, architect 
“Little Monticello,” Long Neck Point Road, Darien, CT, 1944 
Photograph by author 
  
 
 
Figure 5.9 
Lurelle Guild, architect 
Goodwives River Road house, ca. 1968 
Photograph by author  
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Figure 5.10 
Lurelle Guild, renovating architect 
Tanglewood, Bermuda, ca. 1616, renovated ca. 1960 
From Joan Obermeyer, “Meet Lurelle Guild!” Darien Review, November 15, 1973 
 
 
 
Figure 5.11 
Lurelle Guild in front of Searles Road house 
From Joan Obermeyer, “Meet Lurelle Guild!” Darien Review, November 15, 1973 
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Figure 5.12 
Fabric swatches used by Dale Decorators, 1959 
Lurelle Guild Papers 
 
 
 
 
 
261 
 
 
 
Figure 5.13 
Lurelle Guild for General Foods Corporation 
Make Your Own “Antiques” Pattern, Pennsylvania Dutch Tulip Knife Box, 1953 
Private collection 
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Figure 5.14 
Woodwork from 200 Long Neck Point Road, Darien, CT 
Photograph by author 
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Figure 5.15 
Detail from Kroehler Crown Colony Collection advertisement  
From Life Magazine, September 13, 1963 
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Conclusion 
The Streamlined Antiquarian 
 
 
The magazine American Home published a profile of Lurelle Guild in 1946 titled “The 
Streamlined Antiquarian,” which celebrated him as a historical modernist and illustrated how 
his divergent interests in early Americana and modern design were thoroughly interwoven. A 
large photograph depicted Guild standing in the schoolhouse at Milestone Village, 
surrounded by desks, maps, a brass bell, a phrenology head, and other artifacts redolent of 
education (fig. 6.1). Dressed in a suit, his pose was relaxed and he held a wooden L-square 
ruler in his hands. On the blackboard behind him were sketches for a sleek train, drawn in 
profile and from the front, with repeated horizontal lines suggesting speed. The image’s 
anachronisms—the new suit in the old schoolhouse, the streamlined train on the timeworn 
blackboard—captured the duality of Guild’s world, which was articulated in the 
accompanying text:  
 
Offhand, modern streamlined trains and early American stagecoaches 
wouldn’t seem to have much in common—except for Lurelle Guild, who is 
thoroughly at home in either…. And when a large Eastern railroad asked 
Guild to create some streamlined locomotives, Lurelle returned to the peace 
and quiet of his village for inspiration. For 4 days, he says, he sketched 
designs on the blackboard of the little red schoolhouse until he hit upon just 
the right airflow curves for our modern trains.565 
 
                                                 
565 “Streamlined Antiquarian,” American Home, October 1946, 147. 
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The article presented Milestone Village (with its associated collections) as a creative refuge, a 
place where Guild could mine the products of the past for his designs for the present day. In 
the article, he claimed “that his hobby has nothing to do with his work,” but given the 
number of designs across this career that he promoted as drawn from objects in his 
collection, his assertion was clearly misleading. His interest in Colonial craftsmanship and 
decorative arts supplied him with plentiful inspiration for modern designs, and importantly, 
the history-drenched setting of Milestone Village provided an ideal backdrop for him to 
explore how to adapt old fashioned forms for contemporary use. Despite the extremes of his 
professional identity, he never separated his love of Americana from his work in industrial 
design.  
Guild’s historical modernism was an extension of his personal and professional 
interests, which he crafted into a public persona that became a component of how his 
designs were marketed. Yet, this persona was not static. It evolved as his career evolved and 
often reflected his divided allegiances to both American antiques and modernism. Guild’s 
simultaneous embrace of the traditions of the past and promises of the future set him apart 
from many of his peers, ranging from antiquarians to industrial designers. His polyglot 
approach to design has made his oeuvre difficult for scholars to categorize as a whole, yet it 
constitutes an expansive interpretation of both the Colonial Revival and American 
modernism that was in circulation during the interwar years. 
After Guild established his industrial design office in the late 1920s, he actively 
promoted himself as a forward-thinking, exacting figure. This self-presentation was 
epitomized by an advertisement for the American Pencil Company’s line of Venus Pencils 
that ran in 1934 (fig. 6.2). “Tomorrow’s products are designed by this genius and his pencil” 
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it proclaimed in large text above a photograph of Guild at work at his drafting table 
surrounded by sketches of some of his products.566 “Working with the precision of a master 
craftsman, this young genius combines a complete understanding of sales possibilities with 
practical design,” the advertisement continued. “In infinite detail, Lurelle Guild studies each 
problem…then after days of painstaking work at the drawing board, sketches gradually 
become working drawings and finally blue prints.” This narrative positioned Guild as savant 
who generated product designs from his fertile imagination. It made no mention of his 
training as an illustrator or his expertise in Americana, or that he publicly acknowledged the 
influence of antiques on many of his designs. Instead, his work was presented as having been 
created sui generis and indicative of the prophetic stance accorded to and promoted by 
industrial designers in the early 1930s.567 
A portrait of Raymond Loewy taken in 1934 may best epitomize the ideal image of 
an industrial designer (fig. 6.3). Loewy was photographed perched on the counter of a 
spotless black and white office wearing an equally immaculate dark suit, slicked-back hair, 
and neatly trimmed mustache. The white walls curved at the corners and were embellished 
with parallel metallic bands. The black counters wrapped around the room’s perimeter and 
projected into the space to form two desks, at which sat chairs and a stool made of tubular 
steel painted black. Blueprints for a boat were mounted to one wall and a model of an 
aerodynamic car stood on a pedestal. The sleek shapes of these streamlined designs echoed 
the room’s parallel banding and rounded edges. The overall effect was one of incredible 
glamour and suggested that designers like Loewy worked in pristine, light-filled spaces while 
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567 See Nicolas Paolo Maffei, “Practical Vision and the Business of Design: Norman Bel Geddes 
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conjuring up the machines and transportation systems of the future. Ultimately, the image 
was a fantasy. The office was in fact an alcove designed by Loewy and Lee Simonson for the 
exhibition Contemporary American Industrial Art, held at the Metropolitan Museum of Art in 
1934. Industrial design was still a young profession and the installation projected its 
aspirations. Although the exhibition space was a fabrication, the sense of polish it conveyed 
was real and was echoed in the similarly-spare images of industrial designers reprinted on the 
covers of magazines like Time and in advertisements like Guild’s for the American Pencil 
Company.568 Thus, the later depiction of Guild in American Home was all the more arresting 
not only for how it revealed his source material but also for how it showed him in a dim and 
cluttered schoolhouse that inverted the stereotypical image of an industrial designer at work. 
Companies that hired Guild hired him as much for the cachet his memorable name 
brought to their products as for the actual product designs. And just as companies 
increasingly relied upon the advice of these freelance professionals, consumers also craved 
advice. As Shelley Nickles has explored, the American middle class looked to tastemakers, 
ranging from individuals like Guild to entire publications like Ladies’ Home Journal, to guide 
their purchases and assuage their “status-anxiety.”569 Colleagues such as Loewy and Norman 
Bel Geddes excelled at the type of self-promotion that became an essential aspect of the 
industrial design profession as practitioners continually needed to justify their desirability to 
potential clients. Unlike Guild, who was transparent about the trajectory of his career, 
Geddes immediately rewrote his professional autobiography. He rarely spoke of his early 
time in advertizing and instead played up his experience as a set designer to underscore the 
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theatricality of his work.570 In articles from the 1930s and in his 1932 book Horizons, he 
alternated discussions of quotidian products with fantastical transportation devices and 
utopian city plans. The New Yorker described him as “a genius who thinks in terms of the 
future without regard for expediency.”571 He ensured that his corporate commissions became 
associated with his futuristic musings, thereby imbuing even the most mundane kitchen 
appliance with the allure of his visionary mind. Guild, in contrast, did not wear the mantle of 
the prophetic genius easily, and the Venus Pencil advertisement represents an anomalistic 
extreme in how he was presented to the public. Instead, the majority of references to Guild 
in marketing material accentuated the broad interests that fueled his creativity.  
While Guild was not the only industrial designer to appear in advertisements and 
articles, the manner in which he was presented differed from others. His colleagues tended 
to be described in terms of their professional associations and ties to the avant-garde. For 
Guild, the familiar epithets “famous designer” and “noted New York stylist” alternated with 
the more singular “noted authority on American antiques” and “historian and collector.” 
Johns-Manville used his photograph and an endorsing quote to promote their Salem roofing 
shingles in 1931; his status as an “artist, collector, [and] outstanding authority on Americana” 
lent credibility to the company’s claim that their roofs were particularly suitable to colonial-
style architecture.572 In 1935, Guild composed the photographs used in a campaign for 
Mohawk Rugs and Carpets. Although he had no part in designing any of the depicted 
                                                 
570 Maffei, “Practical Vision and the Business of Design,” 56. 
571 George T. Hellman, “Profiles: Design for a Living–I,” New Yorker, February 8, 1941, 25.  
572 “Johns-Manville advertisement,” House & Garden, August 1931, 14. 
269 
 
objects, the staging by the “eminent interior decorator and designer” offered potential 
customers tasteful suggestions for how to use Mohawk products in their own homes.573  
By the time “The Streamlined Antiquarian” was published in 1946, the success of his 
Depression-era projects had solidified his reputation as an industrial designer. The article still 
emphasized his facility with modern design, but the manner in which it couched his styling 
of a new train within the context of Milestone signaled a shift in how he was presented. It is 
no surprise that the appearance of this article coincided with the expansion of his work as an 
amateur architect. His personal interests had shifted a bit and he allowed his public persona 
to follow suit. This article, seen in relation to the earlier advertisements, evinces how Guild 
carefully modulated his self presentation in order to capitalize on his diverse interests and to 
distinguish him within the competitive world of industrial design.  
 Guild’s oeuvre presents an alternative to the generally monolithic narrative of 
American industrial design during the 1930s.574 As was discussed in the Introduction to this 
dissertation, there were myriad styles in circulation in America following World War I that 
overlapped and informed each other. When authoritative histories of the era’s design were 
written, the dogmatically modern was privileged over the pluralistic, yet as Chapter 1 
explored, there were numerous objects made by a broad spectrum of figures that blended 
stylistic references. The transparency with which Guild culled from the past for his industrial 
designs and the avidity with which he pursued his disparate interests makes him an ideal 
                                                 
573 “Mohawk Rugs and Carpets advertisement,” Home Furnishing Arts 3, no. 1 (1935): 6. 
574 See Introduction. The narrative of American industrial design remained remarkably unchanged from when 
Sheldon and Martha Candler Cheney defined it in their 1936 book Art and the Machine: An Account of Industrial 
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Industrial Design to 1940. The biographies of the leading American industrial designers are also notably similar. 
See, for example, Russell Flinchum, Henry Dreyfuss, Industrial Designer: The Man in the Brown Suit (New York: 
Rizzoli, 1997); Albrecht, Schonfeld, and Shapiro, Russel Wright; and Albrecht, Norman Bel Geddes Designs America. 
270 
 
figure to represent a recalibrated understanding of American modern design. But as I have 
noted, he was not alone. As designers grappled with the look and meaning of modernism in 
the 1920s, a number of them based their work on historical prototypes. This act of 
historicizing through references to older styles or object types continued to appear as 
modernism matured during the 1930s and into the postwar period. 
“Before modern industrial design can conquer every department of life,” Lewis 
Mumford observed, “we shall have to change our standards and attitudes.”575 Mumford 
wrote this comment in 1931, just as modernism was becoming widely accepted in the United 
States and just as the field of industrial design was forming. He presented an idealistic goal 
that was ultimately unobtainable. The most visionary practitioners of the era—figures like 
Norman Bel Geddes and Buckminster Fuller—designed for those changed standards and 
attitudes, and as a result, many of their projects never advanced beyond prototypes or were 
confined to the theatrical settings of World’s Fairs. Most Americans were unwilling or 
unable to change their attitudes. They wanted gas refrigerators, high speed trains, and tubular 
steel, but also wanted sitting rooms, carved wood furniture, and household goods that 
reminded them of the past, be those goods a family heirloom or a Louis XV-style chair. 
Inherited traditions for how to behave and how to set up one’s home could not be easily 
erased. As a result, even overtly modernist interiors still hewed close to Victorian ideas of 
interior decoration. The spare interior that avant-garde designer Paul T. Frankl created in 
1935 for Clara and George Kuhrts in Los Angeles, for example, simply reinterpreted a 
familiar plan (fig. 6.4). The hearth anchored a formal seating area that consisted of an 
                                                 
575 Lewis Mumford, “Culture and Machine Art,” in Annual of American Design 1931 (New York: I. Washburn, 
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assembled suite of armchairs and sofa surrounding a table loaded with functional and 
decorative accessories. The pale walls, monochromatic upholstery, lack of moldings, and 
lowness of the chairs aesthetically signaled modernity, but the plan and function of the room 
remained grounded in tradition. Through this, and countless other examples, designers and 
clients adjusted the tenets of modernism to make them conform to their expectations for 
how objects and spaces ought to appear. This mediated modernism diverged from the ideal 
situation that Mumford described, but it was equally effective as Kristina Wilson has charted 
in her study Livable Modernism. Instead of recalibrating American standards and attitudes, 
modernism appropriated them and thereby insinuated itself into an established American 
lifestyle.  
 The cloaking of traditional spaces and objects in modernist guise continued a well-
established tradition in the history of decorative arts as every generation has updated familiar 
objects in the most recent style. But the melding of the Colonial Revival with the modern 
was particular to North America in the first half of the twentieth century, and the historical 
modernism practiced by Guild and his colleagues built upon and inverted an earlier, local 
practice. The antiquarian and entrepreneur Wallace Nutting transformed colonial America 
into a consumer product using modern concepts of marketing and fabrication. As Thomas 
Andrew Denenberg has revealed, during the first decades of the twentieth century, Nutting 
synthesized America’s isolationist political climate, middle-class concerns over increased 
immigration, and the expansive yearning for the perceived simplicity of a preindustrial time 
into the ideal audience for his commercial enterprise of Old America.576 His hand-toned 
photographs and replicas of colonial furniture offered consumers tangible links to America’s 
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past and projected the ideals of simplicity and rectitude. At the heart of the venture was 
Nutting’s own reputation as a minister and respected antiquarian, which supplied these 
simulacra with an air of authenticity. Yet, the photographs were carefully staged and elided 
historical accuracy for sentimental impact; the furniture was serially produced using 
industrial machinery; and both were sold as interchangeable parts within a complex network 
of mail-order catalogues and promotional packaging.577 Thus, Nutting used industrial 
technologies and photomechanical reproduction, as well as the newest ideas in advertising 
and marketing, to capitalize on the popular nostalgia for a time in the past when none of 
those things would have existed. 
 Nutting was an important precursor to Guild as they repeatedly trod similar territory. 
They had a shared love of Americana and transformed themselves into experts in the field. 
They also utilized similar approaches to design and marketing. As Denenberg related, in the 
early 1920s Nutting purchased a seventeenth century cupboard from Massachusetts that had 
been cut down and used as a sideboard. Nutting had his cabinetmakers restore the base and 
then replicate it for sale through his catalogue.578 The fact that the replica was based on an 
original in Nutting’s collection gave it added cachet in the eyes of consumers (despite the 
fact that it recreated a cupboard that was itself a partial recreation). Guild echoed this act of 
a designer mining his own collection for inspiration in objects like The Early American kettle 
for the Aluminum Cooking Utensil Company (fig. 1.3). Nutting also offered customers the 
option to have initials and dates carved into some of his pieces, in an overt reference to the 
tradition of initials carved into early New England chests and boxes. This act of 
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personalization allowed Nutting’s clients to see themselves as part of a time-tested lineage. 
Comparably, Guild saw the importance of signaling ownership and pedigree through initials 
when he suggested applying them to his Table Saver for Corning, noting that “they add an 
individual or personal feature that appeals.”579 Nutting used modernity to sell the past and 
Guild used the past to sell modernity.  
Despite their parallels, Guild should not be defined by Nutting’s example. Guild read 
Nutting’s books, but it is unknown if Guild knew him personally. Publications like The 
Geography of American Antiques suggest that Guild looked to figures like Nutting as models for 
emulation but he lacked their scholarly rigor and practiced a more superficial, popular 
antiquarianism. Instead, Guild provides a way to chart the legacy of Nutting and his 
generation. The manner in which Nutting and other practitioners of the Colonial Revival 
promoted Old America as a consumer good in the early twentieth century continued in how 
Guild appropriated the look and emotional symbolism of American antiques. Thus Guild 
exemplifies the persistence of a popularized antiquarianism within the seemingly unhistorical 
context of modernism. 
 The fascination with an indigenous American style and its role within the rubric of 
modernism preoccupied a number of designers. This study focuses on how one figure mined 
the legacy of the British colonies in North America, but others found inspiration in a variety 
of regional traditions. Walter Mitschke, a designer with the textile manufacturer H. R. 
Mallinson & Co., used Native American artifacts housed at the Brooklyn Museum and the 
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Museum of Natural History in New York as the basis for a series of printed silks.580 The 
company’s American Indian Series was launched in spring 1928 and consisted of fifteen 
patterns, including Ute Tribe, which was based on the beadwork of the Ute people from the 
region covering present-day Colorado and Utah (fig. 6.5). Mitschke faithfully recreated the 
Ute people’s characteristic lazy stitch and their use of layered geometric shapes, but he 
presented them in a dizzying, syncopated composition that mirrored contemporary 
painting.581 In Palos Verdes, California, Paul T. Frankl referenced the Spanish colonial past 
in the house he renovated for his family in 1943 (fig. 6.6). He embedded local fieldstones in 
the living room fireplace wall and hung a bulto (a carved and polychromed devotional figure) 
opposite one of his signature Speed lounge chairs; he placed a rustic trestle table of 
sandblasted wood with exposed joinery before a modernist ribbon window in the dining 
room; and accented the open plan spaces with Mexican pottery.582 Frankl seamlessly 
incorporated materials culled from the southern California landscape, objects derived from 
Spanish colonial artistic traditions, and contemporary furnishings to establish a localized 
vision of modernism.  
Mitschke’s textiles and Frankl’s late interiors underscore the geographical and 
cultural range of references that were absorbed into modernist American design. This study 
of Guild shows how analyzing the full context of an object or a person can reveal secondary 
and tertiary layers of interpretation. Igor Kopytoff proposed that to understand the “cultural 
biography” of an object, one should look beyond the object as mere commodity and ask 
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582 Long, Paul T. Frankl, 149. 
275 
 
what materials were used, how the object fit into a culture, what social and political (as well 
as artistic) influences informed its creation, how it was received, and how its status changed 
over time?583 Asking these questions of Guild’s industrial designs helps uncover the network 
of colonial references encoded into many of his products, how the references derived from 
his personal biography contribute to a larger intermixing of Colonial Revival and modernist 
aesthetics, and how the references were obscured by later, constricted narratives of 
American modernist design. Guild’s historical modernism provides a framework for similar 
studies that could locate the examples of Mitschke, Frankl, and others within compelling 
reevaluations of American modernism. 
The strength of Guild as a model for reappraisals of modernism rests in the 
authenticity of his vision. Whereas Frankl’s Spanish colonial-inflected residence was a one-
off project, Guild inhabited a world filled with early American decorative arts and drew upon 
them as a main source of inspiration. From the “Itinerant Antiquer” to the “Streamlined 
Antiquarian,” his interest in the Colonial past was unflagging. It even continued after his 
work became increasingly historicist in the 1950s. Given his devotion to antiques, it would 
be easy to read his engagement with modernism as opportunistic. But he sustained his 
practice as an industrial designer in the modern vein for more than two decades, which 
suggests his interest in modernism was equally genuine. This paradox has made Guild 
difficult to compartmentalize. To treat him as just a modernist or a revivalist requires 
ignoring whole segments of his career (and even this study elided some of his best-known 
designs).  Instead, his example sets a challenge to look at twentieth century design in a 
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pluralistic manner in which the historical and the modern are not opposites but intertwined. 
As Guild observed in 1935: “All of which proves that there’s little or nothing new under the 
sun, and that when we look upon the designs and motifs of bygone days, we’d best treat 
them with due respect and veneration, because one can never tell but that some day they’ll 
be right back with us under the guise of ‘le dernier cri.’”584 Guild engaged with what he saw 
as the cyclical nature of style in order to utilize his veneration of colonial America to 
establish a useable past with which to form a modern future.  
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Figure 6.1 
Lurelle Guild in the schoolhouse at Milestone Village 
From “Streamlined Antiquarian,” American Home, October 1946 
Photograph by Rey  
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Figure 6.2 
American Pencil Company advertisement 
From Fortune, July 1934 
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 Figure 6.3 
 Raymond Loewy posing in his “Model Office” 
 Raymond Loewy and Lee Simonson  
“Model Office and Studio for an Industrial Designer” 
 Contemporary American Industrial Art, Metropolitan Museum of Art, 1934 
 Raymond Lowey Papers, Library of Congress, LC-USZ62-104127 
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Figure 6.4 
Paul T. Frankl, designer 
Kuhrts House living room, Los Angeles, 1935 
From Christopher Long, Paul T. Frankl and American Modern Design, 2007 
 
 
 
 
281 
 
 
 
Figure 6.5 
Walter Mitschke for H.R. Mallinson & Co. 
“Ute Tribe” Textile from the “American Indian” Series, Spring 1928  
Printed silk 
Yale University Art Gallery, Gift of Andrew Drabkin, B.A. 2001, and Brian Hughes, 
B.A. 2000, inv. no. 2010.90.1  
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Figure 6.6 
Paul T. Frankl, designer 
Frankl House living room, Palos Verdes, CA, 1943 
From Christopher Long, Paul T. Frankl and American Modern Design, 2007 
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Appendix 
Selected Industrial Design Client List585 
 
Acme Shear Company, Bridgeport, CT 
 Scissors, 1939–40  
Aluminum Cooking Utensil Company, Wear-Ever division, New Kensington, PA 
 Housewares, 1932–56  
Aluminum Cooking Utensil Company, Kensington Inc. division, New Kensington, PA 
 Housewares, furniture, and showroom interiors, 1934–55 
American Cork Industries, Inc., Brooklyn, NY 
 Flooring designs, 1931 
Carrier Engineering Corporation, Syracuse, NY 
 Air conditioners, 1947–55 
C.F. Church Manufacturing Company, Holyoke, MA 
 Bathroom furnishings, 1933–34  
Chase Brass & Copper Company, Waterbury, CT 
 Housewares, lighting, and showroom interiors, 1933–35 
The Columbia Mills, Syracuse, NY 
 Tablecloths, ca. 1936 
Corning Glass Works, Corning, NY 
 Table saver, 1939–40  
Dixie Cup Company, Easton, PA 
 Design consultant, 1944 
Edwards & Co., Inc., Norwalk, CT 
 Doorbells, 1938–54  
Electric Household Utilities Corporation, Cicero, IL 
 Washing machine, 1934 
Electrolux, Old Greenwich, CT 
 Vacuum cleaners and accessories, 1937–61  
Fostoria Glass Company, Moundsville, WV 
 Glassware, ca. 1932 
General Electric Company, New York, NY 
 Washing machine, 1934–35  
General Foods Corporation, Post Cereal division, Battle Creek, MI 
 Woodworking patterns, 1953  
                                                 
585 Lurelle Guild’s extensive client list was never officially documented by his office. This list compiles 
references from articles, promotional material, patent applications, and archival sources in order to establish the 
range of Guild’s output. It should not be considered a complete record of his clients. Likewise, product types 
and dates derive from documentary evidence and may not reflect the full scope or duration of Guild’s 
involvement with these companies. Locations reflect where the companies were based at the time of Guild’s 
involvement with them. This list only considers his industrial design clients, not his clients for advertising 
campaigns, written materials, or illustrations. 
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General Time Corporation, Westclox division, LaSalle, IL 
 Clocks, ca. 1965 
H.C. White Company, North Bennington, VT 
 Lawn furniture, 1933 
Imperial Wallpaper Company, Glens Falls, NY 
 Wallpaper, 1935–36  
Ingersoll-Waterbury Company, Waterbury, CT 
 Fountain pen, 1938 
International Silver, Meriden, CT 
 Housewares, 1932–36  
Julius Kayser & Company, New York, NY 
 Hosiery gauge and store interiors, 1948–51  
Kittinger Company, Inc., Buffalo, NY 
 Furniture, 1933–36  
Kroehler Manufacturing Company, Naperville, IL 
 Furniture, 1963 
The Kron Company, Bridgeport, CT 
 Chain hoists, 1940 
Maryland Distillery, Inc., Relay, MD 
 Bottle, 1934–35  
May Oil Burner Corporation, Baltimore, MD 
 Burner casing, 1934 
Miller Metal Products, Inc., Beautycraft division, Baltimore, MD 
 Kitchen cabinets, 1948 
Mohawk Carpet Mills, Amsterdam, NY 
 Carpets, before 1955 
Montgomery Ward and Company, Inc., Chicago, IL 
 Wringer head, 1933–34  
The Murray Corporation of America, Detroit, MI 
 Kitchen cabinets, 1952–59  
National Radiator Corporation, Johnstown, PA 
 Radiators, 1937–38  
New York Central Railroad, New York, NY  
 Train car development, ca. 1946 
New York, New Haven and Hartford Railroad, New Haven, CT 
 Train interiors and exteriors, ca. 1944 
Norge Corporation, Detroit, MI 
 Refrigerator, 1933–35  
Pitney-Bowes, Inc., Stamford, CT 
 Postage meters and scales, before 1955 
Proctor and Gamble, Ivory Soap division, Cincinnati, OH 
 Bath brush, 1938 
Revlon Products Corporation, New York, NY 
 Lipstick containers, 1954–62  
Schick Incorporated, Bridgeport, CT 
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 Ladies shaver, 1956 
Scranton Lace Company, Scranton, PA 
 Draperies, tablecloths, and vinyl shower curtains, before 1955 
Servel Inc., New York, NY 
 Appliances, 1939–48  
C. F. Streit Manufacturing Company, Cincinnati, OH 
 Furniture, 1925–28  
Stamford Wallpaper Company, Stamford, CT 
 Wallpaper, 1941 
Standard Oil Company, Socony Products division, New York, NY 
 Candlestick, 1932 
Singer Manufacturing Company, Elizabeth, NJ 
 Vacuum parts, 1934 
Sylvania Electric Products, Inc., New York, NY 
 Design consultant and showroom interiors, 1945–49  
Troy Sunshade Company, Troy, OH 
 Patio furniture, 1934 
Underwood-Elliott Fisher Company, New York, NY 
 Typewriters, 1936–59  
Union News Company, New York, NY 
 Restaurant interiors, ca. 1950 
Walker & Pratt Manufacturing Company, Boston, MA 
 Stove, 1936–38  
The Waterbury Clock Company, Waterbury, CT 
 Wrist watch, 1938–40 
Westinghouse Electric Corporation, Forest Hills, PA 
 Appliances, 1947–56  
Weston Electrical Instrument Corporation, Newark, NJ 
 Instrument cases, 1936–40  
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